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Thanks for the copy of Scarlet Street 
#50! I had already picked up an issue 
at Barnes & Noble a few days ago—and 
was delighted with it. You guys have 
done one helluva good job. 

Sorry you used that awful picture of 
me (although FJA and Verne Langdon 
both look like movie stars). I look like I 
swallowed Tor Johnson! 

James Warren 

Elkins Park, PA 

We—ahem!—iwe wondered what had be- 
come of him, Jim 


Thank you, Richard Valley, for the 
lovely review of my book Krifzerland in 
Scarlet Street #50. It’s always gratifying 
when someone so “gets” the book (or 
books—Kritzerland being the middle 
book in a trilogy). Writing them, I had no 
idea if anyone would care or empa- 
thize or have any of the experiences I 
had—but, as it turns oul, many people 
apparently did, which is lovely. 

But, enough about me—the brand 
spanking new 50th issue is a corker, а 
bountiful bag of goodies. Loved Ken 
Hanke's Horror Hacs deux, and еврес- 
ially loved the Debbie Reynolds inter- 
view. (And just where is THE SINGING 
NUN and TAMMY AND THE BACH- 
ELOR on DVD?) I don't know what I 
think of the naked pix of my old pal 
Michael Burns. Michael and I did a pi 
lot for CBS way back when, and he also 
starred in one of my musicals of the ear- 
ly seventies. Great guy—now a highly- 
respected professor ànd author (with 
a big book on the Dreyfuss affai 
And how much do we love Julie Har- 
? This much! (Makes big gesture 
with hands.) Congrats, and keep up the 
good work, boys. 

Bruce Kimmel 

Studio City, CA 

ri 

Happy big #50 to all the gang down 
on Scarlet Street!!! Once again you give 
us great reading that stretches the 
boundaries of the medium. I know the 
pressure must have been on you to make 
this milestone a good one, but really— 
you needn't have worried. 

First, I appreciated the FOUNDING FA- 
THERS kickoff to this issue. It filled in 
some minor blanks | had about the 
origins of Scarlet Street, as I haven't been а 
reader since the beginning. It was abso- 
lutely great to see pictures of Forrest J 
Аскегтап and James Warren back to- 
gether again. I know they had been out 
of contact for years and this sure caps 
a happy reunion. Hope to see more of 
those guys! Mr. Valley, keep us posted! 

I really have the feeling that a mag- 
azine like Scarlet Street was the direction 
that Forry was trying to steer Famous 
Monsters toward, back when he was in- 
volved with its rebirth—that his orig) 
nal readers had grown up, but would ар- 
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preciate the familiarity of the old FM. 
Well, you guys are doing that and more! 
Ilove how you always seem to have а 
theme each issue that ties a lot of the in- 
terviews and other features together. 

I don't think you need to worry about 
the term "horror hags," because Ken 
Hanke describes the meaning behind it 
quite completely at the end of his in- 
depth, two-part feature ATTACK or THE 
Horror Hacs. It is indeed a product of 
its time. That's the thing about Scarlet 
Street—as with all good teachers, it 
starts me off in a place I'm familiar with 
and then takes me beyond that point 
into a world I never really knew ex 
isted. Of course, along with being in- 
formative, you're fun! What else could 
one say about John Ireland s little gem 
about Joan Crawford? Hey, you slipped 
that one in real nicely (so to speak). 

Тепјоуед the great interviews with the 
ladies (Kate Phillips, Julie Harris, and 
Debbie Reynolds), who happened to 
escape the "hag" tag yet nonetheless 
relished the parts they played as much— 
if not more—than their counterparts 
Heck, | would have never guessed that 
Debbie Reynolds produced WHAT'S 
THE MATTER WITH HELEN?! The style 
in which each interviewer (Leonard | 
Kohl, Chris Pustorino, and Richard Val- 
ley) conducted each conversation makes 
you feel like you're right there with 
them, talking to a friend. But that's 
the way things are on “the Street,” too. 
For those who haven't visited Scarlet 
Street’s website, you'll find it’s one of 
the friendliest neighborhoods on the 
internet and a pleasure to visit as much 
as the magazine is fun to read. 


WANTED! MORE 


NOISEMAKERS LIKE 


Charlie Callas 


Finally, there’s Ken Hanke’s story on 
THE Great CHAN BAN. One thing I abhor 
is an attempt to suppress history. We're 
never going to progress as a society if 
we continually cover our tracks. To sup- 
press that which was once judged under 
a completely different set of rules, sim- 
ply because we now see it in a different 
light, is wrong. And it's happening a lot 
with computer "enhanced" changes to 
old films, the whitewashing of original 
titles from silent classics, and the out 
right banning of the Chan films. We'll 
never know who we are if we don't 
know where we came from. 

To wrap up, let's not forget vour regu- 
lar departments—Tur News HOUND, 
DVD Reviews, and Book Reviews. I al- 
ways learn things about the latest re- 
leases that I otherwise wouldn't know. 

Thanks for another great issue! May 
we be so fortunate to enjoy your con- 
tinued success. Happy 50th! 

John Stoskopf 

Redford, MI 


JEEPERS CREEPERS: GREAT SONGS 
FROM HORROR FILMS is a triumph for 
all concerned. I'd put off buying Scarlet 
Street's first CD, but took the plunge 
when I saw the ad again in Scarlet Street 
#50. The CD has given me hours and 
hours of listening pleasure. | hope my 
fellow Scarlet Street readers will take 
my advice and buy this exciting, beautiful 
album at their first opportunit 

Joe McGrath 

Seattle, WA 


Congratulations on JEEPERS CREEP- 
ERS: GREAT SONGS FROM HORROR 
FILMS. One minute it had me laughing, 
out loud at the comic numbers (Alison 
Fraser singing “The Blob” and Kathleen 
Helmond on “What Ever Happened to 
Baby Јапе?”) and the next it was tug- 
ging on my heartstrings (the touching 
“The Faithful Heart,” lovingly performed 
by Rebecca Luker). Please please please 
record another CD! 

Betty Schmidt 

Brooklyn, NY 

Whether we produce another CD—we 
certainly want to, believe me—depends en- 


tirely on sales for JEEPERS CREEPERS. I 
can only e wise words of Joe McGrath 
hovering overhead and point all faithful 


Scarlet Streeters to the ad on pages 16 
and 17. Order JEEPERS CREEPERS. 


Continued on page 10 


Two of the Greatest Sherlock Holmes Films of All Time! 
su BASIL RATHBONE но NIGEL BRUCE 


THE AD 
* Audio Commentary 
(1939) : | Selected Theatrical Trailers 
4 * Production Notes 
SIR ARTHUR CONAN 


SHERLOCK HOLMES 


THE ADVENTURES OF SIR ARTHUR CONAN DOYLE'S 
SHERLOCK HOLMES THE HOUND OF THE BASKERVILLES 
DVD: $19.98 VHS: $16.98 DVD: $19.98 VHS: $16.98 


се AVAILABLE NOW! 


MPI Order online at www.mpihomevideo.com or by calling 1-800-323-0442. 
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Listen, folks, if you're buying your 
copies of Scarlet Street at the news- 
stand or book store instead of subscrib- 
ing, you're throwing away over twenty 
bucks! 

That's right—we're offering an abso- 
lutely matchless subscription price! Sign 
up right now and we'll give you six more 
issues at the 2001 rate of only $35, plus a 
seventh issue absolutely free! Yes, that's 
right—a $55.65 value for only $35!!! 

Don't miss Scarlet Street's upcoming 
interviews with Roger Corman, Virginia 
Mayo, Peter McEnery, Susan Clark, Tippi 
Hedren, Yvonne Monlaur, Hazel Court, 
Susan Gordon, Brett Halsey, Frankie 
Thomas, Harry Bartell, Dickie Jones, 
Ian Wolfe, David Hedison, Ian Ogilvy, 
Tommy Bond, Peter Wyngarde, Doug- 
las Wilmer, John Ericson, and dozens 
more, and thrilling articles on THE 
RETURN OF THE VAMPIRE, Edgar 
Allan Poe, THE TIME MACHINE, CRY 
OF THE WEREWOLE DRUMS OF FU 
MANCHU, Charlie Chan, Miss Marple, 
THE BLOB, THE MOON-SPINNERS, 
MURDER BY DECREE, The i 
and more! 

And now Scarlet Street is available 
via Credit Card. Get all those fantastic 
back issues you've been p to 
collect the safe, easy way. . 


“Pistol, flashlight, skeleton keys, and 
Asta waiting anxiously at the fire hy- 
drant—you've remembered everything 
but the latest i: fame of Scarlet Street!" 


don’t miss these 
greeted 


Don't delay! Fill out the coupon on Page 9 today!!! 


#1 (Reprint): Two covers (including the 
riginal) plus a Hetory of ана Sireetand 
heoriginaltextincliding THE FLASH 
PERRY MASON DARK SHADOWS, PSY 
CHOIV.SUPERBOY, POIROT, FRANK 
ENSTEIN UNBOUND, THEHOUNDOF 
M MERASKERVILLES,ared 


jBORRORS. 
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#6: CIRCUSOFHCRRORS Now! Neill 
David Nelson, VAMPIRECIRCUS, THE 
MASTER BLACKMAILER, George Baxt, 
Ба Котор СОКИ ЛАТАС, Hor 
tor Italian Style; GORGO, BERSERK!, THE 
CROOKED MAN, STRANGERS ON A 
TRAIN,7 FACESOFDR.LAO, CAPTIVE 
WILD WOMAN. FREAKS and more: 


#11 Shelley Winters Curtis Harrington. 
GaleSondergard, WHATS THEMATTER 
WITH. HELEN?, TEENAGERS FROM 
OUTER SPACE, BATMAN: THE ANI 
MATEDSERIES Bob Hastings, Paul Wil 
iamo, THE SPIDER WOMAN STRIKES 
BACK. THEFANTASTICFOUR 
wood, Rebecca Staab and more 


Under 


ЕНЕ NIGHTSTALKER, Darren 
McGavin, David Duchovny, Gillan Ander 
son JackGrinnage, Carol Ann Susi, Doug 
Hutchison, Jerry! tantinoln Fiedler, Nei 
Jordan, INTERVIEW WITH THE VAM 
PIRE TheLiieofDwghtFrye EDWOOD, 
Peter Cushing Tribus, and more 


42: HORRORS OF THE BLACK MU. 
SEUM, DC Comics Gallery of ҮЙ 
Horror talansty-ATLANTISTHELC 
CONTINENT. FLASH, SUPERBOY. PER 
RY MASON, THE GOLDEN YEARSOF 
SHERLOCK HOLMES, DARK SHAD- 


OWS, Dean Hargrave, and mere 


"m n Moukler Brown 
Yvette Vickers, TOMB OF LIGEIA, Joan. 
Hickson, THEY DOIT WITH MIRRORS, 
ALUEBEARD, EkzabethShepherd, THE 
USSEX VAMPIRE, THE SPECKLED 
BAND,INNOCENTELOOD Jeremy Paul 
HOUSEOFWAX PITANDTHEPENDE 
LUN, LAURA THE FLY andmore! 


HEUNINVITED, Ruth Hussey, [BURY 
THELIVING Я, CarallBar. 
land, The Bela Lugosi Scrapbook, Eliza 
beth Russell DISC-C-TEEN: Zacheriey 
Last TV Show, Bobby "Boris" Pickett, Kev 
in Whately, INSPECTOR MORSE, THE 
RED-HEADEDLEAGUE, and more! 


Aron Ei 


#17, Ann Doran, Dabba Gecer, Herman 

ohen, ITITHETERROREROM PEYONL 
SPACE Jan Murray, WHOKILLEDTEDDY 
BEAR? Gary Conway, Don Johnson, THE 
SKULL AlFeldstein, Vampira Remembers 
James Dean JackGrinnage, REBEL HIGH. 
WAY, THEHARDY BOYS,and 


Scarlet Street 


#3: THEMADDOCTOR Martin Kosleck, 
John Howard, THELODGER NIGHTOF 
THEHUNTER, BATMAN, Horror lalian 
Style. TARZAN, THE HOUND OF THE 
BASKERVILLES The Women Who Played 
The Woman, THE DANCINGMEN, THE 


DRACULA 


48 Peter Cushing. Christopher Lee. Jer 
emy Brett, Rosalie Williams, SLEEPING 
MURDER, BRAM STOKER SDRACULA, 
John Moulder-Rrown, Rebecca E 

DRACULA'SDAUGHTER, MARTIN, The 
Mysteryolthe Cushing Tapes, THE BLUE 
CARBUNCLE,CAPTAIN KRONOS; VAM 
PIREHUNTER-THEHUNGER and more! 


‘pino, Terry Kilburn, BilCamp- 


crattonFilm, Vincent Pee Trib- 

'r Corman, ADVENTURES OF 
SHERLOCK HOLMES FIENDWITHOUT 
AFACE,CREATUREOF DESTRUCTION, 
TALESOFTHECITY, Howard Duff, THE 
ADVENTURES OFSAMSPADE Jeffrey 


Combs, AronKircaid, and more! 


Batman’s 
Batler 
Confesses! 


Кїн MihaeiCough BATMAN FOREVER. 
INTERVIEW WITH THE VAMPIRE, In 
SearchoiPhio Vance SPIDER-MAN: THE 
ANIMATEDSERIES Gray Morrow, Her 
manCohen BLACKZOO, Stan Lee, THE 
X-FILES John Semper, Tarzan THE MAN. 
WITH THETWISTEDLIP, and more 


Scarlet Stree 


есеге. Street 


#4: ChristopherLee, THE RETURN OF 
DRACULA Forrest] Ackerman Zacher 
SUPERBOY Gerard Chrbtopher BURN 
WITCH BURN, WEIRD WOMAN, THE 
CRUCIFER OF BLOOD, NICK & NORA 
JODMAN BROWN, By Lov 
cased POIROT nc may 


#5: Jack Larson, Barbara Hale Cheelopher. 
Lre, Patrik Macnee, Jeremy Brett, Edward 
Hardwicke, STAR TREK, THE HOUSE 
MED Narckcolbanez Ser- 
al vs Hammer, HOUND 
OF THE BASKERVILLES, Murderby Ra 
dio. Horror Hosts, POIROT. and more 


49: Richard Denning Joan Bennett. Tho- 
mas Beck MANIA, CHARLIECHANAT 
THEOPERA,PeterCushing, VeronwaCark 
son, THE BLACK SCORPION, Danny 
DeVito, DARK SHADOWS, R. Chetwynd 
Haves, How to Makea Frankenstein Mon- 
ster, THEELICIBLE BACHELOR,ILOVE 
A MYSTERY THEGORGON and me 


#10: Tommy Kirk Tim Considine. Beverly 
Garland, THEALLIGATOR PEOPLE, THE 
HARDY BOYS, TEN LITTLE INDIANS, 
BATMAN THE ANIMATEDSERIES, СЕТ 
OF GAB, THE LAST VAMPYRE, Kevin 
Conroy, Loren Lester Richard Dempsey 
THEADVENTURESCIESAM SPADE, THE 
NORWOODBUILDER and more 


у Cuan Tomas? 

414: Barbara Shelley, Ann Blyth Robert 
Bloch, PSYCHO, Jack Larson, Now! Nell, 
Edward Hardwicke, John Waters, VILLAGE 
OFTHE DAMNED, SERIAL MOM, LOIS 
A CLARK, MILDREDPIERCE, BATMAN 
TL WHOEVER SLEW AUNTIE ROO? 
(Curtis Harrington, WOLF, THESTRANG. 
LER, THEEMPTY HOUSE and more 


315 JohnnySteffekd Acquanetta, Michael 
Ripper, TARZAN AND THELEOPARD 
WOMAN, Quatermass, Hammettin Hol 
Iywood, Marcus D'Amico, TALESOF THE 
CITY, Peter Cushngand ChretopherLee 
Reunited, THEMEMOIRSOFSHERLOCK 
HOLMES, Vil Guest Jonathan Freeman, 
Brad Kane, THESHADOW, and more! 


VISASTUDYINTERROR John Neville, 
BATMAN FOREVER, Brad Pit, celSchu. 

acher, Robert Quarry, William Marshall, 
COLNTYORGA BLACULA,THEOUTER 
LIMITS HennanColen JUDGE DREDD, 
Bob Kane, Sherlock Holmes Meets Ellery 
Queer TALESOPTHECITY and more! 


420 Deborah Kerr Martin Stephens, Rur 
Tamblyn Jeremy Brett David Wayne, Fiza 
beth Russell PORTRAITOF JENNIE Mitch 
Pieggi X FILES, The Subile Terrors oi Val 
Lewion, THE HAUNTING, THEINNO. 
CENTS, Mark Hamill, John Carpente 

VILLAGEOFTHE DAMNED, and mere! 
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#21: Jeremy Brot Tribute, LAURA, David Raksin, #23:ChristopherAtking,Irish #24: THEMASKOFFUMAN- #25: Patricia Мезі, Billy Gray, #26: Roddy McDow 
Farley Granger, Pai Hitchcock, THE X-FILES, Billy Zane, THE MeCalla, RayHarryhavsen,Joo CHU, Sheldon Leonard, Mare Robert Wise, DAY THE Manners, Stephen Geoffreys, 
Hillary Brooke, REAR WIN. PHANTOM, Jeremy Brett, Lara, TERROR IS A MAN, Lawrence, GODZILLA, THE FARTHSTOODSTILL, BAT- FRIGHT NIGHT, LIZARD'S 
DOW, David Burke, Edward МАП GHOUL, Anne Вамег. TARZAN: THE EPIC AD- X-FILES, Nicholas Lea, THE MAN AND ROBIN, FLASH LEG AND OWLET'S WIN 
Hardwicke. John Michael David Bruce, Herman Stein, VENTURES, PLAN 9 FROM RELIC, Christopher Lee Christopher Bram, MORE 
Hayes, Rosalie Williams, IN- Irving Gertz, Lee Falk. Aman- OUTERSPACE, Randal Kleis- Abbott and Costello Meet the TALESOF THE CITY, DRAC- 
VADERS FROM MARS, da McBroom Remembers Her ег, THE X-FILES, ZOMBIES Killers, CHINATOWN mu- TALES OF THE CITY, THE ULA and FRANKENSTEIN, 
Raymond Burr, Zacherley, Father: David Bruce, John ON BROADWAY, The Chil- sic, NIGHT STALKER, The SPACE CHILDREN, Joel THESAINT, Sherlock Holmes 
Mystery ofthe Missing Direc- Michael Hayes, William B. dren of Kong, Sherlock Children of Kong, Horror Schumacher, The Fantasy оп Radio, THEX-FILES, and 
tor: Al Adamson,and more! — Davis,and more! Holmeson CD, and more! Stamps, and more! World of MGM Musica more! 


LAWRENCE TIERNEY 
REY TOTTER 


Fk non car 
ROS MACDONALD 
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MORIARTY, and more! Tarzan, and more! man, and more! Thesiger,and more! mer Horror Sores,and more! JOE BLACK, and more! 


Ne 


#33: Nina Foch, CURSE OF #34: Elena Verdugo, Jane #35: Francis Lederer, Ray #36: PhylliéKirk, Paul Picerni, #37: 1 MARRIED A WITCH, #38: Anne Jeffreys, Robert 
THE WEREWOLF, WERE- Adams, HOUSE OF FRANK- Stricklyn, Norma Eberhardt, HOUSE ОР WAX, Victoria BELL BOOK AND CANDLE, Sterling, Kasey Rogers, Kath 
WOLF OF LONDON, THE ENSTEIN Versus HOUSE OF  THERETURN C Price, BRIDE OF FRANKEN- Kathleen Freeman, TOPPER leen Freeman, Paramount 
MUMMY, Disney's TARZAN, DRACULA, More Film Noir STEIN, Monster Music, GODS NS, BEWITCHED, Horrors, NOSFERATU on 
RETURN OFTHE VAMPIRE, Classics. THE TWILIGHT AND MONSTERS, Forry Ack- la оп DVD, Paramount Stage, DRACULA on DVD, 
PLANETOFTHEAPES, оту ZONE, GODS AND MON- RIPLEY, SLEEPY HOLLOW. erman, Putting on the Dog: Horrors, REAR WINDOW’s THE AVENGERS, ТОРРЕ 

Ackerman, Jefi Rovin, The STERS, The Diary of Jack the Stanley Bergerman: The Man The Thin Man on TV, THE music, Host to Said Ghosts: PERRY MASON, THE DARK 
Werewolf in Fiction, BBC Ripper, Bert Coules, The Ter- Behind The Mummy, WOKE МҮ8ТЕКҮОЕТНЕМАХМИ- Тһе Thorne Smith Story, The ORIGINS OF SHERLOCK 
writer Вен Coules, CRY OF rible Teens: Teen Horror UP EARLY THE DAYI DIED, SEUM,TERRORINTHEWAX Death of Dr. Cyclops, Ed HOLMES, Val Lewton music, 
THEWEREWOLF,ard more! Comedies, and more! and more! | and more! Wood'snovelsandmore! _ and more! 


DORIAN GRAY. 
іші Hatfield |» 


ant 
Jeremy Brett V 
Peter Firth 

Belinda Bauer 


4 IE i 
#39: Curt Siodmak, Gene #40: Matt Frewer, Vincent #13: THE BLACK ROOM, #44: Christopher Lee, Harry 
Evans, John Agar, DONO- Sherman, THE RETURN OF i бітак. THE TURE OF DORIAN GRAY, NIGHT OF TERROR, THE Alan Towers, THE FACE OF 
VAN'SBRAIN,BRAINFROM DOCTOR X, THE HOUND PICTURE OF DORIAN GRAY. Ursula Andress, SHE, Curtis. PICTURE OF DORIAN CRAY, FU MANCHU, SHE, Lurking 
PLANET AROUS, THE X- OF THE BASKERVILLES, Horor Italian Style: Mario Harrington, Robert Tinnell SHE, Dick Smith's Dorian Upon the Rooftops: Fanto- 
FILES, SHADOW OF FU ABBOTT AND COSTELLO Bava on DVD, BEACH PAR- Crosby, Hope, and Lamour: Graymakeup, UniversalHor- mas, Gunfight at the DVD. 
MANCHU, Ygor: Horror's MEET FRANKENSTEIN, Duk TY, THE BEAST WITH FIVE Тһе Road Pictures, Elizabeth rorsonDVD,MarilunMonroe Corral, Record Rack, HOR- 
Cock-eved Optimist, Forry Passages: The World of Film FINGERS,SEmpire of the Shepherd, David Peel as Diamond Collection, Erotic ATIO HORNBLOWER, Don 
Ackerman, THE LADY AND Noir, POIROT, SCREAM, Imagination: She, Forry Ack- Dorian Gray, USHER, Zach- Thrillers, THE MENACE, Co- Dohler, The Many Faces сі 
THE MONSTER, and more! James Bond, and more! erman, and more! erley,and more! Лита Horrors,and more! Christopher Lee, and mote! 
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#43; David Medion, Brett #49: Musie to Die For: Jeepers #50: Debbie Reynolds, Juli 
Halsey, David Frankham,THE Creepers, Muscling іп on the Harris, Kate Phillips (Kay 
FLY, Ann Rutherford, С m Sot, Mark Linaker), The Great Charlie 
Wack of Chan Ban, WHATEVER 

gs Charles Ed- HAPPENED TO AUNT AL- 
AnthonyPerkins ICE, NIGHT WARNING, 
Sings, Screamers: Cute Guys FLESH FEAST, John Ireland 
in Their Underpants Drop оп Joan Crawford, THAT 
s, Dead, Fiends of a Feather on COLD DAY IN THE PARK, 
DVD; and more! and more! 


ERO WOLFE, Christ 446: Julie Adams, Ricou #47; Evelyn Ke 
pher Lee, Maury Chaykin, Browning, Lori Nelson, Ben therford, Columbia Horrors, 
Harry Alan Towers, Pulp Fic. Chapman, john Bromfield, The Creatures Gene Pool, 
tion, Tim Hutton, BRIDESOF Tom Hennesy, Brett Halsey, Julie Adams, Ricou Browning, 
FUMANCHU, Bruce kimmel, CREATURE FROM THE Lori Nelson, Ben Chapman, 
THEFIRSTNUDIEMUSICAL, BLACK LAGOON, David |. Tom Hennesy, FRANKEN- 
THE ADVENTURES OF El- Skal, Ted A. Bohus, David STEI Forrest | 
LERYQUEEN, Dr. Drake, NERO WOLFE, CASE Ackerman’s Crimson Chron- 
DYD, The Night Эшікегсоп- OF THE WHITECHAPEL Disney's Unburied 
je,and more! VAMPIRE, and more! Treasures, and moo! 


-- outstanding excellence in the filmonster genre, 
the filmagazine of outstanding coverage of Karloff, 
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SCARLET LETTERS 

Continued from page 4 

GREAT SONGS FROM HORROR MOVIES 
today—you won't be disappointed! 


= 


Bette Davis and Joan Crawford—will 
there ever be another like these two? 
And I feel privileged to have heard sto- 
ries from two people who actually knew 
these two formidable ladies. 

When I was a student at the School 
of Visual Arts back in the seventies, my 
painting instructor and friend, John 
Button, knew that I was a Bette and Joan 
fan, and called me aside one day. He 
said, "I have a vintage photo here that 
I'd like you to see.” He showed me a 
black-and-white photograph of him- 
self, taken in the 1950s, his body semi- 
wrapped around a wing chair. Seated in 
the chair, holding a glass of scotch and a 
cigarette, was . .. Bette Davis. My jaw 
dropped! “You knew her?” John then 
proceeded to tell me about the time 
when the two of them were sitting on 
the floor of Bette’s cabin in Maine, 
drunk. Bette proceeded to tell her tale of 
woe. “Frances Dee, Sonia Henie—they all 
got rich husbands. Not ‘Aunt Bess.’” 
(Miss Davis used to refer to herself as 
“Aunt Bess.") Bette continued, “My mar- 
riages were all failures.” John inter- 
jected, "What about Gary Merrill?", to 
which Bette replied, “Oh, that geek!” 

Bette’s words on Joan Crawford? "You 
know, we really shouldn’t have done 
that picture together; she’s just a cheap 
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Hollywood actress.” Bette also affec- 
tionately referred to Joan as "her" and 
"that phony cunt." John said that Bette 
was tough and could be difficult, but was 
very down-to-earth and warm, which 
really came as no surprise to me. How- 
ever, my feelings about Joan, which 
were fueled by Christina Crawford's 
now-legendary hatchet piece Mommie 
Dearest, were reinforced by what a former 
neighbor told me, sometime later, in the 
late eighties 

My neighbor, Vivian, had worked for 
Pepsi-Cola in the late sixties and early 
seventies. Joan worked out of her 
apartment in NYC for Pepsi. The execu- 
tives couldn’t stand her, and wanted as 
little to do with her as possible. When 
Vivian was asked, “Would you like to 
work for Joan Crawford?”, she jumped 
at the chance to work for a “famous 
movie star.” Vivian told me that to call 
Joan a “witch” would have been kind. 
Joan trusted no one, was an alcoholic 
and a liar, and was just miserable 

On her first working day, Vivian was 
shown into the living room by Joan’s 
longtime maid “Mamacita,” who was 
actually a tiny, elderly German woman. 
Vivian was given a drink (Joan believed 
in having a “happy hour” every day), 
and began petting Joan’s Shi Tzu, 
Princess. Mamacita warned her, “Oh, 
Miss Crawford do not like people to pet 
the dog.” Princess jumped up onto 
Vivian's lap, her drink spilled, and pan- 
demonium ensued. 


Joan used to save her magazines to 
give to her “twins,” the two girls she had 
adopted after Christina and Christo- 
pher. The twins weren't twins at all, 
but Joan always referred to them as such 
Vivian said that one was very nice and 
quiet, the other one a total bitch. (Twins 
of Evil?) Joan once accused Vivian of 
stealing the magazines. On another oc- 
casion, around Christmastime, Vivian 
received a call from Betty, a woman 
who worked for Joan in Los Angeles. 
Betty told Vivian, "Oh, Miss Crawlord 
is very annoyed and hurt because you 
didn't thank her for the Omaha Steaks 
she sent you for Christmas." Vivian told 
Betty that she never received any 
steaks for Christmas. When she con- 
fronted Joan about it, Joan said, "Don't 
lie, Vivian; don't lie." And heaven help 
you if you disturbed the Queen Bee's 
nap! (Joan took a nap every day, prob- 
ably to sleep off the 100 proof vodka 
she drank.) 

And what about Joan’s famous trips 
for Pepsi? Vivian told me that, when- 
ever Joan was to go on one of her trips, 
it was "International Crisis Time." Joan 
used to travel with several dozen 
pieces of luggage, and would have 
poor Mamacita travel up and down the 
elevator several times, hauling the 
Queen Bee's luggage. "Mein бон!” Ma- 
macita would exclaim, her chores made 
even more difficult because Joan never 
let her have a key to the apartment! 
Eventually, Mamacita took a trip to 


visit her family іп Germany апа became 
quite ill, delaying her return. Joan 
fired her! “Oh, that ungrateful Mama- 
ска!“ Joan told Vivian. 

I don't recall Vivian telling how or 
why she stopped working for Joan, but 
Tfelt I had gotten some pretty priceless 
dish on Mommie Dearest! Vivian re- 
gretted not having saved any of Joan's 
very abusive memos to her, as she felt 
they probably would have fetched a lot 
of money! 

Michael Wilk 

Howard Beach, NY 

Oh, that ungrateful Vivian. 


lam a Scarlet Street subscriber and have 
АП issues. Also love Sherlock Holmes, 
though Nero Wolfe is a close second 

I just purchased the first two Sherlock 
Holmes DVD Collections and noticed 
that Richard Valley wrote the notes. That 
is the reason for this letter. The late 
Gertrude Astor was our dearest friend 
and she’s always mentioned as being in 
THE SCARLET CLAW. The notes men- 
tion a “ghastly murder” at the begin- 
ning and Miss Astor crawling to the 
church ringing the bell and dying. This 
is never shown, though it may have been 
shot—and, if so, why was it cut out? 
There is а very brief cut of the corpse's 
face, yet it looks nothing like Gertie 
Gertie was a tall blonde—very blonde. 
The only other shot of the corpse is 
also brief and is a long shot of the body 
ona table, where the features can’t be 
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made out. Why would Сегне get cred- 
it for plaving a corpse—and it wasn't 
her—and why is she mentioned at all? 
Any help you can advance me on this 
would be greatly appreciated. 

Alan Grossman 

Florence, OR 

The role of Lady Peunington is without 
credit in the film itself. Regarding Gertrude 
Astor's height and hair color, i ible 
that the blonde actress wore a and, 
playing a recumbent corpse, it’s difficult to 
determine her height. Many of Astor's roles 
surrounding THE SCARLET CLAW (1944) 
were brief and uncredited, including bits in 
REAP THE WILD WIND (1942), THE CLI- 
MAX (1944), and DRAGONWYCK (1946). If 
indeed it isn't Gertrude Astor at the start of 
THE SCARLET CLAW, I'd like to know, 
too—but every source I’ve consulted lists her. 

The 50th issue of my favorite film 
journal—Scarlet Street by name—was a 
milestone in achievement. From David 
Del Valle's look at Sherlock Holmes on 
DVD, to Ken Hanke's survey of the Char- 
lie Chan controversy, to Richard Valley's 
interview with Debbie Reynolds—it was 
asterling show all the way. I hugely en- 
joyed the second part of Ken's look at 
Hollywood's Horror Hags; his explora- 
tion oí the stranger patches in the ca- 
reers of these legendary actresses was 
handled with wit and style. It was also a 
great opportunity to evaluate the vary- 
ing degrees of success these ladies 
achieved in their genre work, all the 


wig 


Take home ten beautiful B-movie sirens 
9 and make them scream for an hour! 


“SCREAM А SHOCK" nounte Feature 
Get “shocked” for only 5 төте! 


Double feature also includes SHOCK CINEMA 
4 hours of material on 2 discs! 


|. Order online or maii/taxde-mait to: 
| TEMPE VIDEO • Dept. 5551 
3721 Мезі Magnolia Blvd. &241 


Bak; CA 81610-7714 USA 514.9 OR LESS! 


PayPal & E-Mail: ordersGtempevideo.com 


Spanning 35 years of B-movies: 
“MIGHT OF THE LIVING DEAD” 
“THE SLUMBER PARTY MASSACRE" 
“SUBSPECIES Il & III” 
“SLEEPAWAY CAMP” 

“WITGHOUSE 2: 
“TERROR FIR 
“HT TB KILL” 


MORE 2 


tempevideo.com 


way from the superlative highs of 
WHAT'S THE MATTER WITH HELEN? 
to the painful lows of FLESH FEAST. 

Scarlet Street has come a long way—and 
for my money it's the most intelligent 
and professional periodical for horror 
and mystery out there. With 50 issues of 
unparalleled excellence established, the 
future looks bright indeed —at least as 
far as Scarlet Street is concerned. 

Earl Roesel 

Newport, KY 


In response to the article entitled THE 
GREAT CHAN Ban in Issue #50, I have to 
say I'm disappointed, but hardly sur- 
prised. As a fan of Charlie Chan films, I 
would like to see them come out on 
DVD, but I'm not holding my breath. 
The big question that I have when such 
groups as the NAPALC and NAATA go 
after a particular old movie series or 
TV shows because of portrayals of cer- 
tain ethnic groups that may not be 
deemed politically correct today is 
where does it begin and end? Whal cri- 
teria are they using? I can’t see the Chan 
films because of supposed negative Asi- 
an stereotypes, but AMC shows BREAK- 
FAST AT TIFFANY'S with regularity. In 
this film, Mickey Rooney gives what is 
probably the most embarrassing por- 
trayal of an Asian by a white actor in a 
major film. Should we ban the Marx 
Brothers’ movies because of Chico’s exag- 


Continued on page 14 
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gerated Italian mannerisms or THE 
SEARCHERS because Henry Brandon 
plays an Indian? Isn't the point of act- 
ing to play something you are not? 

Do you recall the silly uproar over the 
OUR GANG comedies about 10 years ago? 
It died down when some of the still 
living actors from the series pointed out 
that everyone in the series was treated 
equally and equally made fun of and that 
Stymie usually came through as the one 
with the most brains. My coworkers are 
aware that I collect old films. It’s ironic 
that the only people who ever ask me 
if I сап get tapes of AMOS ‘N’ ANDY are 
older African-Americans who grew up 
with it and think it was funny. If you 
want to nitpick, most movies made 
before 1950 probably have something 
in them that would not be approp 
in a contemporary film. These poli 
cally correct police types ought to 
grow up and do something more con- 
structive than worry about a 70-year-old 
B movie series. The TV stations and DVD 
companies need to grow balls and not 
cave into this nonsense or else who 
knows where it will end. It seems today 
some people are bent on rewriting his- 
tory and want to take out anything that 
might be offensive. It’s wrong, to accom 
modate them, These films are historical 
and have to be viewed within that con- 
text. If so, they can continue to be highly 
enjoyable to fans and serve as an ex- 
ample as to how far we have come— 
through we have a long way to go. 

Tom Parrott 

Middletown, CT 
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rectness” is forever taking a 
t what is it, really, but consider- 
ation for our fellow human beings? Yes, it's 
often carried too far, but there's nothing 
wrong with the concept itself. That's not a 
call to censorship. It's fine to suggest that 
old films featuring stereotypes should be 
viewed as historical, but we can't expect 
viewers to automatically make that distinc- 
Hon. The answer is nol in banning films, but 
in presenting short history lessons (introduc- 
VHS and DVD audio 
commentaries and liner notes) that address the 
issues. Education is the solution, not censor- 
ship on the part of those who take offense— 
or insensitivity on the part of those who 
can easily dismiss complaints because their 
own feelings haven't been hurt. 

Another fine issue! David Morrill's 
letter points up how often you need a 
“score card” to keep track of what bits 
from which stories wind up in which 
films. Here’s a few that come to mind 

The climax of Chaney’s PHANTOM OF 
THE OPERA comes from the book The 
Invisible Man—when that Claude Rains 
film was made, they changed the end- 
ing so it wouldn’t be repetitive. The 
Rains PHANTOM, however, while jetti- 
soning almost the entire PHANTOM 
plot, did use the book's climax. Similarly, 
NEVER SAY NEVER AGAIN went back 
to the original book ending of Thunder- 
ball after the 1965 version changed it to 
make it more visually exciting; in the 
long run, the 1965 change was right. 
Meanwhile, the pre-credit sequence of 
THUNDERBALL is swiped from the 
climax of the book You Only Live Twice, 
two years before that was filmed—no 
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time on DVD, this long 
studded cast _ 
John Carradine 
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wonder it didn't turn up in that film 
And of course, the climax of the book 
Moonraker turned up in the movie THE 
SPY WHO LOVED ME, which precluded 
its use in the 1979 film. SPY itself took 
the central core of its plot from—get 
this—the newspaper comic-strip adapta- 
tion of the novel, which, like so many 
Roger Moore SAINT TV adaptations, in- 
cluded a lot of new material to flesh out 
short stories. FOR YOUR EYES ONLY in- 
cludes adaptations of both its title story 
and “Risico” as parts of its plot, but also 
includes a scene from the book Gold- 
finger that was left out of that movie, and 
the climax of the book Live and Let Die, 
which was left out of that movie. LI- 
CENSE TO KILL, of course, includes 
several whole sequences from the book 
Live and Let Die, notably *He disagreed 
with something that ate him” and the 
gunfight at the fish house, while I'd 
swear the airplane-to-truck jump stunt 
was inspired by the climax of the book 
The Avenging Saint. 

Disney's 20,000 LEAGUES UNDER 
THE SEA reveals Nemo's origin—which 
was not in the book—and has nothing 
in common with the one in the Verne 
book The Mysterious Island, but instead 
seems taken from the silent film of that 
name! (See? Nobody in Hollywood 
knows how to read books.) 

As Alan Grossman said in SCARLET LET- 
ters, A Study in Scarlet and The Valley of 
Fear have been overlooked. (The Arthur 
Wontner film barely used any of it.) At 
the time Christopher Lee did his two 
four-hour Holmes miniseries, he also 
recorded a book-on-tape of The Valley of 
Fear, doing all the voices in a wide va- 


riety of accents. If you didn't know it 
was all him, you'd never guess! What 
untapped talents the man has! 

Kate Phillips’ comments about Ricardo 
Cortez remind me of a film I caught 
оп TCM last month—WEST OF SHANG 
HAI. Boris Karloff plays a “bandit,” Fu 
Yen Fang, in China posing as a General 
Going from town to town, looting, pil- 
laging, killing—it's just like Eli Wallach 
in THE MAGNIFICENT SEVEN, except 
this guy has a very peculiar code of 
honor, and some likeable traits about 
him. He also speaks terrible English, 
but has a sidekick, Mr. Chang, who 
speaks the best English of any character 
in the film. Among the cast is Ricardo 
Cortez, who in his time played Sam 
Spade, Perry Mason, and a villain in one 
of the Mr. Moto films. He’s a business- 
man in this, trying to win back the love 
of his estranged wife, but along the wa 
we also see he's almost as untrustwe 
thy, double-dealing, and ruthless ав 
Fang. Even though he looks like the 
nominal hero when the film starts, by 
the last quarter you really hate his 
guts! What an amazing piece of work 
fora little 65-minute flick! 

Your Horror Hacs feature was in- 
credibly well-done, if maybe a bit too 
long. But what's this? You just couldn't 
resist finding an excuse to slap a fe 
pics of half-naked guys in there, could 
you? (Jimmy MeNichol’s my favorite!) 

I caught Piper Laurie last month in 
APPOINTMENT WITH DEATH, Peter 
Ustinov’s sixth (and last) Hercule Poirot 


Great Krypton! 
Scarlet Street has 
revealed my secret! 


film. I can tell you I was really disap- 
pointed. I blame the director, Michael 
inner. The guy seemed to have no 
idea what the hell he was doing! My 
sensibility about storytelling seems to 
have developed recently to the point 
where, when I see something wrong, 
something bad, something incompetent, 
I really notice it, and it hurts to watch. 

I've watched THE NIGHT WALKER 
ice, and enjoyed it thoroughly both 
times. Somewhat schlocky it may be, 
but it's good schlock and, at least on the 
first viewing, a genuine mystery that 
kept me wondering. I also had the truly 
bizarre circumstance of somehow find- 
ing the old song "Goodnight Irene" 
wedged in my head that day, not know- 
ing Га be watching à movie that night 
abouta woman plagued by nightmares, 
named Irene! (One of those TWILIGHT. 
ZONE moments, I like to call 'em.) 

Nice pic of Stella Stevens. But what— 
no Julia Duffy pic, after your vivid (and 
entertaining) description of her Jason 
Vorhees routine? Shame! (She was on 
the fifth season of DESIGNING WOMEN, 
and while her character, Alison, started 
out as a pint-sized monster, she gradu- 
ally softened by season’s end. I found 
myself really liking her in spite of her 
personality disorders.) 

Terrific Debbie Reynolds interview! 
She sounds like a tremendous lady, 
and somebody not afraid to s k her 
mind. The story of the guys saying “we 
have our orders” as they burned film 
negatives reminds me of a similar story 


| Name: 
| Address: 


City: 


CARD #: 
SIGNATURE: 


Issue 7Г 1 lssuel5 
Issue 8 C] Issuel6 
|Issue ] Issuel7 
Іѕѕџе 10 | Issuel8 [ 
[—] Іззше19 

+12 C] Issue20 


[ Issue21 
Issue22 


lus. 


es, kids, it's the Scarlet Street Slightly Mangled 
Special. We have in our vaults some issues with 
minor defects: price tags glued on the covers, a folded 
page, a gypsy curse scrawled on the classifieds . . . 
nothing too grim, but enough to render them unsuitable 
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concerning DOCTOR WHO. In the sev- 
enties, the BBC wiped huge amounts of 
original videotapes, figuring it was 
supposed to be a ^ medium 
They apparently believed the licensing 
department had film copies, while the li- 
censing department routinely destroyed 
film copies that they felt had no further 
licensing value, figuring the BBC still 
had the original videotapes. Someone do- 
ing research one day ran across a room 
filled with a small mountain of WHO- 
related film prints—all scheduled to be 
destroyed—and saved them at the last 
minute. But there’s still well over 100 
episodes missing to this day. It's like the 
movie BRAZIL—civilization brought 
down, not by evil and corruption, but 
by bureaucratic incompetence! 
Henry R. Kujawa 
Camden, NJ 
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Hail to the Street! And (though I'm 
sure its been said many times, many 
ways) congratulations on the big five- 
oh! Scarlet Street # 50 was a joy from 
cover to cover, with great photo layouts 
and use of color. There seems to be an 
increasing number of color pages, and 
they certainly contribute to the ongoing 
quality of the book. 

And what a lineup! The FouNoING FA- 
THERS salute was most fitting. Mystery 
and horror fandom owes much to those 
guys, as indeed it does to the legendary 
Horror Hags. Ken Hanke's concluding 
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Great Songs From Horror Films 


Fabulous Singers from Broadway and Hollywood 


Brent Barrett, Theresa Finamore, Alison Fraser, Susan Gordon, 
Jason Graae, Guy Haines, Juliana A. Hansen, Katherine 


Helmond, Judy Kaye, Rebecca Luker, Sharon McNight, 
Nichelle Nicastro, Christiane Noll, Lynnette Perry, Tammi 
Tappan, and Remy Zaken 


Featuring THE SCARLETTES 


and Special Guest Ghoul 
ZACHERLEY 


Fantastic Tunes from 17 Classic Horror Films 


Aurora (HOLD THAT GHOST), Beware of The Blob (THE BLOB), The Faithful 
Heart JOURNEY TO THE CENTER OF THE EARTH), Faro-La, Faro-Li: Song of 
the New Wine (FRANKENSTEIN MEETS THE WOLF MAN), Goody Goody (WHAT'S 
THE MATTER WITH HELEN?), Hey You! (THE MUMMY’S CURSE), Hush Hush Sweet 
Charlotte (HUSH HUSH SWEET CHARLOTTE), I’ve Written a Letter to Daddy/What 
Ever Happened to Baby Jane (WHAT EVER HAPPENED TO BABY JANE?), Jeepers 
Creepers (JEEPERS CREEPERS), Look For a Star (CIRCUS OF HORRORS), Mothra's 
Song (МОТНВА), Stella By Starlight (THE UNINVITED), Who Killed Teddy Bear? 
(WHO KILLED TEDDY ВЕАК?), You're a Dolly (ATTACK OF THE PUPPET PEOPLE), 
and "I Was a Teenage Horror Medley" (You Gotta Have Ee-Ooo from HOW TO 
MAKE A MONSTER, Daddy Bird from FRANKENSTEIN'S DAUGHTER, and Eeny 
Meenie Miney Moe from I WAS A TEENAGE WEREWOLF). 
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Produced by Bruce Kimmel 


Send Check or Money Order Payable to Executive Producers: 


Red Circle LC 604, Richard Valley & Tom Amorosi 
Dept. i 
Glen кок NJ 07452 Cover Art by Frank Dietz 


We Now Accept Credit Cards! 
MasterCard, Visa, and American Express 


Include card number, expiration date, and signature, 
Jeepers Creepers is also available via PayPal at 
www.scarletstreet.com 


shipping and handling, and $1.50 each 
ass). Foreign, $6.00 per copy (air mail). 


. 
he Hound howls again from his favor- 

ite corner of the Street, offering feral 
facts fresh from the entertainment news 
wire. So wire you waiting? Read оп... 


Theatrical Thrills 

Two groggy individuals awaken to find 
themselves in a small basement room, 
chained to a wall with a corpse lying 
between them. Is it NBC’s latest reality 
series? No, it’s the claustrophobic thriller 
SAW, due in theaters in September from 
Lion’s Gate Films. The serial killer chill- 
er, which debuted earlier this year at the 
Sundance Film Festival, stars Cary Elwes, 
Danny Glover, Monica Potter, and genre 
fave Shawnee (THE BLOB) Smith. Also 
debuting from Lion's Gate this fall is the 
horror actioner ALONE IN THE DARK, 
based on the popular Atari video game 

егіев. Christian Slater headlines as a 
supernatural investigator who's pur- 
ng evil demons, ancient cults, 
apocalyptic curses—and a resuscitated 
film career. Tara Reid and Stephen 
Dorff costar. Rounding out Lion's Gate's 
fall slate is GINGER SNAPS BACK: THE 
BEGINNING, starring lycanthropi 
lovelies Katharine Isabelle and Emily 


Perkins in their third appearance in the И 


popular Canadian scare series. In thi 
time-twisted prequel, Ginger and 
Brigitte are in the Great White North of 
the 19th century, trudging through the 
tundra among the Native Americans 
and nasty-ass werewolves. 

Still breaking records as we go to 


MAN, but rechristened SPIDER-MAN 2 
(How original is that?) SPIDEY 2 features 
the talents of Kristen Durst as Mary Jane 
Watson, James Franco as Harry Osborn, 
Rosemary Harris as Aunt May Parker, 
Alfred Molina as Doctor Octopus, and, 
suiting up for the second time, Tobey 
Maguire as Peter Parker. (Maguire came 
close to being replaced.) Molina may also 
be seen on the Broadway stage as Tevye 
in a revival of FIDDLER ON THE ROOF 
His onscreen wife is played by Donna 
Murphy, also brightening, Broadway in 
a revival of WONDERFUL TOWN. 


Déjà Views 
A two-dimensional remake of Vincent 
Price’s 3-D classic HOUSE OF WAX (1953) 
is this year's Halloween's release from 
the horror architects at Dark Castle Pro- 
ductions. Elisha Cuthbert (of THE GIRL 
NEXT DOOR and ТУ“ 24) and aspiring 
starlet Paris Hilton are lined up for ex- 
tensive wax jobs in the Warner Bros. 
release, tentatively due in theaters on 
October 22. (With the latter star, it'll 
probably be a one-dimensional remake!) 
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Looking ahead to next year's attack 
of sequelitis: watch for summer releases 
BATMAN BEGINS from Warner Bros. 
and STAR WARS: EPISODE 3 from 20th 
Century Fox, and the fall 2005 WB feature 
HARRY POTTER AND THE GOBLET OF 
FIRE. (There's also talk of a great big 
Batmusical on Broadway—which, of 
course, would be called BATMAN BE- 
GINS THE BEGUINF.) 


Boob Tube Tidings 

Despite a prodigious 11th-hour lobby- 
ing effort by fans, the popular vampire 
adventure series ANGEL was cancelled 
by the WB network after a бу; 

run. The BUFFY THE VAMPIRE 

spinoff starred David Boreanaz, who'll 
spend some of his newfound free time 


SPIDER-MAN 2 (with Tobey Maguire аз 


press is the SPIDER MAN sequel, for. SPidey) has drawn millions of dollars into 
merly known as THE AMAZING SPIDER its web over the summer. 


on stage in London, starring in the very 
non-demonic West End adaptation of 
WHEN HARRY MET SALLY. Another 
BUFFY alumnus, Eliza Dushku, will re- 
turn fora second season of the Fox net- 
work's nifty fantasy drama TRU CALL 
ING. Also returning with fresh episod 
are CHARMED and SMALLVILLE on the 
WB, THE DEAD ZONE and MONK on 
the USA Network, and CSI and CSI: 
MIAMI on CBS, joined by a franchise 
member CSI: NEW YORK. 

Production alums from BUFFY and 
TRU CALLING have a pilot in the works 
for a possible mid-season spot on Fox 
entitled POINT PLEASANT. Described 
by the network as a cross between PEY- 
TON PLACE and THE OMEN, the pro- 
posed series stars former child actor 
Elisabeth Harnois (MY DATE WITH THE 
PRESIDENT'S DAUGHTER) as a young 
woman who shakes up the titular New 
Jersey beach community when she mys- 
teriously washes up on the shore. Odd 
personal hygiene habits aside, the 17- 

miraculous survival of a 
tarts the lo- 


horrible boating acciden 


[sss eiiam 


cals wondering if she hasn't got some 
weird Bruce Willis UNBREAKABLE-like 
powers. Sam Page, veteran of ABC's dra- 
medy AMERICAN DREAMS and David 
DeCoteau's scream-king epics, plays 
the hunky lifeguard who rescues Har- 
nois from the briny Jersey deep. 

In a continuing effort to drive a stake 
through all vampire-related projects, 
the WB network has decided against 
reviving DARK SHADOWS as a weekly 
series. The network financed a pilot 
episode, which was coproduced by John 
Wells (ER) and original creator Dan Cur- 
tis (THE NIGHT STALKER, TRILOGY 
OF TERROR). Starring, were Alec New- 
man (of Sci-Fi Channel’s DUNE) as 
Barnabas Collins and X2's Kelly Hu as 
Dr. Julia Hoffman. No word whether 
this pilot will show up as a stand-alone 
TV movie 

Here's a short 1. 
ries with pilo 


t of proposed TV se- 
in production: THE 
ROBINSONS: LOST IN SPACE, copro- 
duced for the WB by BUFFY's Doug 
Petrie and action master John Woo. . 
the USA Network's FRANKENSTEIN 
from powerhouse producers Martin 
Scorsese and Dean Koontz ... SILV 
LAKE (UPN), with DAWSON'S CREEK's 
ЫЙ Kerr Smith as a psychic record-store pro- 
prietor. . . апа NIKKI AND NORA (also 
UPN), starring Liz Vassey and Christina 
Cox as a pair of lesbian private detec- 


course, that any of these projects will 
e the light of the cathode ray. 


We Haven't Lost Our Marples 
Agatha Christie's geriatric crime-solver 
Miss Jane Marple is headed for the 
small screen once again. Seventy-two- 
year-old veteran character actress Geral- 
dine McEwan (MAPP AND LUCIA) stars 
as the deceptively shrewd amateur 
sleuth in an initial series of four classic 
Christie adaptations: THE BODY IN 
THE LIBRARY, A MURDER I5 AN- 
NOUNCED, MURDER AT THE VICAR- 
AGE, and THE 4.50 FROM PADDING- 
TON. Joining McEwan is Joanna Lumley, 
cast as Miss Marple's eccentric pal Dolly 
Bantry. Also featured in the first in- 
stallment are lan Richardson, Simon Cal- 
and Jack Davenport. The new se- 

coproduced by UK's Granada and 
Boston's WGBH, which means it will 
very likely end up Stateside on the PBS 
series MYSTERY! 


The Home Video Vault 

The legendary Ape Man swings from 
the trees and into your DVD player with 
Warner Home Video’s momentous box set 


Continued on page 20 


Get caugh? 2 


Yes, i's Ihe Spider 
Woran s all-purpose 
Website, designed 


especially for you! 


| Є Thrilling articles and interviews both new and $ 
| ; vintage, with photographs in full, blood-drenched : 
( 2 color! 

I : 

: ФА complete listing of back issues, so that you can 
: find the article you've been wanting to read all 
| : these years! 


ОА complete Scarlet Street catalogue of video- 
: tapes, DVDs, photographs, and compact discs. 
: 
: € And our Ever-Lively Discussion Boards! 
*009090900000090000009000090909509099099990909999999 
So drop on by, as the spider said 
to the fly. Don't delay! Sign on 
today at: 


C———— 


Феегеееееееееееевееееееееее 


$ www.scarletstreet.com $ 


Website designed by Joyce K. Meyer 


Deeply T wiste 


Ме break the law of the woods! That warning 

Nase not from good ol’ Smokey the Bear, but 
from TwistedSpine.com Films, the tw sted filmmakers 
behind the direct-to-home-video thrillers THE DEEP 
DARK WOODS (2003) and its sequel, THE DEEP 
DARK WOODS 2 NO WITNESSES. 

The Cleveland Ohio company needed all of one 
day to make its initial effort. (Roger Corman has de- 
manded a recount!) The story concerned a group of 
friends spending a weekend together in the woods 
(which are deep and dark). Unfortunately for this fun 
crowd, there’s a deeply, darkly demented park ranger 
(Mike Perzel) on hand to make sure the slasher quota 
is met. THE DEEP DARK WOODS had everything 
lovers of genre required—blood, gore, and a gratuitous 
lesbian love scene—and proved immediately popular 
with horror fans online and at conventions. Natu- 
rally, a sequel (and more victims, such as Steven 
Thornton, pictured TOP RIGHT) had to follow. 

In THE DEEP DARK WOODS 2 NO WIT- 
NESSES, the sole survivor of the previous outing is 
naturally suspected of killing all the victims. Dr. 
Owen Means (Gregory J. Lavelle), appointed by the 
court to determine whether the survivor is mentally 
competent to stand trial, believes his patient innocent 
and sets out to find proof—in the Deep Dark Woods. 

TwistedSpine.com President (and director) Ri- 
chard Yarber is proud of the company’s success. 
““Тһеге definitely із a place in the film market for our 
product. Our films hinge on the idea that customers 
want entertainment first and foremost beyond any- 
thing else. Pioneers like David “The Rock” Nelson have 
already blazed the trail for these films. We are just 
fine tuning what he and others have already done.” 

Jared Monsman (pictured BOTTOM RIGHT) signed 
on as a makeup artist and soon found playing private 
investigator Dobbins in NO WITNESSES and hang- 
ing around nude while waiting to film a death scene 


NEWS HOUND 


cious equine pal 


by Drew 
Sullivan 


that—unfortunately—was dropped. (Not everyone 
loves gratuitous lesbian love scenes, Twisted Spine!) 
Monsman (a student in his fourth year at Kent State 
University) is hard at work on the script for Twisted 
Spine’s next project—a film called ZOMBIE KEGGER. 
The budding special effects artist describes ZOMBIE 
KEGGER as a mix of NIGHT OF 
THE LIVING DEAD (1968), 
DAWN OF THE DEAD 
(1978), RETURN OF THE 
LIVING DEAD (1985), 
SCANNERS ЕНД 
ANIMAL HOUSE (1978). 
“I met the Twisted | 
Spine Crew for the first || 
time during the filming of | 
THE DEEP DARK WOODS | 
back in 2001," recalls Michael | 
Perzel. "Halfway though our 
shoot on day one , I could see 
the desire and professional- 
ism within each and every one 
of them. Over the years, I've 
grown to respect them, not 
only for their commitment, but Ё 
for their ability to put so much 
time, effort, and money into 
their work. I look forward to ff 
our meetings and any ideas or 
comments that these guys may j И 
have. These people love кој 
make movies—and it shows." 
At www.twistedspine.com, 
you'll find VHS and DVD cop- 
ies of the company's films, plus 
posters, hats, teddy bears, T- 
Shirts—and, uh, thongs . e 


Universal DRACULA, and countless other genre 


Continued from page 18 Monster Legacy turing The Crea- movies and TV show 
of all six MGM Tarzan features star- ture From the Black Lagoon, The Mum- MGM plans a September DVD debut 
ring Johnny Weissmuller and Maureen my, and The Invisible Man for its David Lean Collection, an eight- 


O'Sullivan. A bonus disc contains trail- 
ers, behind-the-scenes footage, and a 
new 90-minute documentary on the 
making of the series. The collection is exceptional 
available now for under $60.00. (Хо word сі 
on an official release of the later RKO 
Tarzan titles, last owned by producer Sol 
т апа badly in need of restoration.) 
Snap up the new and notable DVD 
box sets from Universal: THE BEST OF 
BUD ABBOTT AND LOU COSTELLO, 
VOLUME 3 ($26.98) includes some scary 
encounters for the comic duo when Н 
MEET FRANKENSTEIN, THE INV 
IBLE MAN, and THE KILLER, BORIS 
KARLO! THE DEANNA DURBIN 
SWEETHEART PACK ($26.98 
tains six Durbin vehicles, includin: 
sparklin 
A TRAIN. 
FRANCI: 


ATMAN 
VOLUME ON 


two discs for $29.98. 
Columbia Tri 


ON OF C 
low-budget featu 


con 
the 
comedy/mystery LADY ON 
THE ADVENTURES OF 
THE TALKING MULE, VOL- 
UME 1 ($19.95) presents the first four 
comedies in the 1949-1956 series star- 
ring Donald O'Connor and his loqua- 
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background music, 
of the era 
tions will be recogn 
of ROBOT MONSTE 


THE ANIMATED SERIES, 
: (Warner Home Video, 
$49.98) offers the first 28 episodes of this 

show on four discs, and in- 
ides a retrospective featurette, pro- 
motional pilot footag. 
commentaries on selected segments. Also 
available from Warners is the first sea- 
son of the nostalgically low-tech 1978 
animated series CHALLENGE OF THE 
SUPER FRIENDS, with 16 episodes on 


Star returns us to the 
memorable days of truly terrible fifties 
horror and sci-fi epics with THE LOST 
E DAVRA ($24.96), a 

> that got a limited 
theatrical release last ye 
and-white production lovingly recr 
ates the enjoyably cheesy performance 
els, and monsters 

The Bronson Canyon loca- 
able from viewings 


, THE RETURN OF 


title package comprised of UK classics 
IN WHICH WE SERVE, THIS HAPPY 
BREED, BLITHE SPIRÍT, BRIEF EN 
COUNTER, GREAT EXPECT 
OLIVER TWIST, THE 

and produc FR DS, and MADELEINE. 

ptember also brings Paramount's 
special two-disc edition of its baton- 
passing Enterprise epic, STAR TREK 
GENERATIONS. 


Disney’s Summer of Syn 

Sing along with The Hound: "Scare- 
crow, Scarecrow!” Walt Disney’s baby 
boomer favorite DR. SYN, ALIAS THE 
SCARECROW (serialized on television in 
1964 as THE SCARECROW OF ROMNEY 
MARSH) makes its DVD debut this 
summer, along with a sackload of vin- 
tage live-action Vault Disney favorites 
Patrick McGoohan stars as an 18th-cen- 
tury English vicar who aids his poor 
parishioners by adopting a nocturnal 
alter ego, The Scarecrow—a Halloweenish 


This black- 


Robin Hood who's the leader of a band 
of smugglers. Taken from Russell Thorn- 
dike's Dr. Syn novels (previously adapted 
in 1937 as DR SYN starring George Arliss 
and in 1962 for the Hammer Films 
thriller NIGHT CREATURES, starring. 
Peter Cushing), this memorable adven- 
ture drama has remained one of Dis 
ney's most popular and most requested 
titles. (For more scary Scarecrow info, 
visit SYN aficionado Tom Hering’s 
website at http://users.msworldnet.com/ 
tomhering/for lots of nostalgic fun 
and facts.) 

Across the Irish Sea—and brand 
new on DVD—is Disney's classic fan- 
tasy DARBY O'GILL AND THE LITTLE 
PEOPLE, starring Albert Sharpe, Janet 
Munro, and a tuneful young Sean Con- 
nery. The sentimental Scottish tale GREY- 
FRÍARS BOBBY also debuts on disc, 
featuring Donald Crisp, Laurence N 
smith, and the title terrier. Patrick Mc- 
Goohan reappears in Disney’s fine feline 
fantasy THE THREE LIVES OF THOM- 
ASINA, costarring Susan Hampshire 
and pre-POPPINS moppets Karen Dot- 
rice and Matthew Garber. Other live- 
action favorites new to DVD from the 
Mouse House include the benignly 
beastly features THE SHAGGY DOG 
(starting Scarlet Street fave Tommy Kirk), 
THE UGLY DACHSHUND, and CHAR- 
LIE THE LONESOME COUGAR, plus 
the latter-day Disney scarefests THE 
WATCHER ІК THE WOODS and SOME- 
THING WICKED THIS WAY COMES. 
All these titles are expected to retail for 
$19.99 each. 


Diabolical DVDs 

Warner Home Video provides horror 
fans with a late summer night's scream 
via a quintet of August DVD debuts. А 
special edition of Tod Browning's still- 
controversial FREAKS (1932), remastered 
from nitrate film elements, features three 
alternate endings and an audio com- 
mentary by Browning scholar and Scarlet 
Street contributor David J. Skal. The 
little-girl-gone-wild drama THE BAD 
SEED includes optional narration by 
star Patty McCormack and famed cross- 
dressing actor/playwright Charles Busch 
(PSYCHO BEACH PARTY). Horror-hag 
favorite DEAD RINGER, starring tan- 
dem Bette Davises, also receives a com- 
mentary from Bush, along with Scarlet 
Street alum Boze Hadleigh, author of 
Bette Davis Speaks and The Lavender Screen. 
VILLAGE OF THE DAMNED and CHIL- 
DREN OF THE DAMNED are featured 
on a double-feature disc that includes 
commentaries by production person- 
nel on both titles. FREAKS, SEED, and 
RINGER also include newly-produced 
documentary featurettes, Each disc is 
available for $19.97. 

MGM joins the August horror hoote- 
nanny with a twin-bill DVD of the 
original telefilms THE NIGHT STALKER 
and THE NIGHT STRANGLER. Darren 
McGavin makes his first appearances 
here in his signature role of reporter/ 
monster-magnet Carl Kolchak. Producer 
Dan Curtis provides behind-the-scenes 
info ina pair of new interview featurettes 


accompanying the 
titles. The disc has a 
list price of $14.95. 
Also in August, 
Warner Home Vid- 
eo offers à two- 
special edition of 
THE LOST BOYS, 
director Joel Schu- 
macher/s blood- 
sucker favorite that 
is perhaps a precur- 


sor to today’s boy- 


vampire B-movies 
from Rapid Heart 
and Dead Guys 
Cinema. The BOYS 
package ($26.99) 
features production 
documentaries, de- 
leted scenes, and an 
audio commentary 
by Schumacher 

the costarring Ce 7% 
eys (Feldman and | 
Haim). | 
Home vid avail- 
ability and release 
dates are forever | 8 
in flux, so consult | i i 
your local retailers Bet we 
for the most cur- 

rent into. 


classic jungle e 


The Wicked Stage 
The first new 
musical to put the 


en the years 1932 and 1942, MGM produced six 
5 based on the Tarzan novels by 
Edgar Rice Burroughs. Stars Johnny Weissmuller and 
Maureen O'Sullivan (Jane) were joined by Johnny Shef- 
field (Boy) in TARZAN FINDS A SON (1939). All six 
adventures are now available on DVD 


bite on Broadway’s 2004 season is 
DRACULA, THE MUSICAL from Tony- 
nominated composer Frank Wildhorn 
(JEKYLL & HYDE, THE SCARLET PIM- 
PERNEL). Tom Hewitt, the Rialto’s re- 
cent Frank М, Furter in THE ROCKY 
HORROR SHOW revival, portrays the 
title Count. Melissa Errico (MY FAIR 
LADY, AMOUR) costars as Mina, Don 
Stephenson plays Renfield, and Stephen 
McKinley Henderson is Professor Van 
Helsing. Tony winners Christopher 
Hampton and Don Black (both veterans 
of SUNSET BLVD.) provide the book and 
lyrics, respectively. The elaborate pro- 
duction—which includes extensive 
wire work to keep its carnivorous cast 
airborne—opens for previews at the 
Belasco Theatre on July 12, with open- 
ing night scheduled for August 5. For 
updates, visit Mr. Wildhorn's website 
at http://www.frankwildhorn.com/ 
projects/dracula/. 

Rats! What a drag that we Scarlet den- 
izens missed seeing Baby Jane Hudson 
and sister Blanche resurrected on stage 
in the Chicago regional theater pro- 
duction HOW “WHATEVER HAP- 
PENED TO BABY JANE” HAPPENED. 
This waggish, fanciful version of the 
making of the Robert Aldrich film (see 
Scarlet Street #49 for a slightly more 
straight-faced accounting) was pre- 
sented by Hell In a Handbag Produc 
tions іп May and June at Theater Build- 
ing Chicago. Playwright David Cerda 
portrayed Miss Joan Crawford, and the 
play's executive producer Steve Hick- 
son took the stage as Miss Bette Davis. 
More information about the produc- 


tion (and a great souvenir T-shirt) is 
available at the company's website: 
www handbagproductions.org. 

E 


Gone, but never to be forgotten: writer/ 
director/actor Sir Peter Ustinov; pulp 
writer Hugh B. Cave; author and 
broadcaster Alistair Cooke; choreogra- 
pher June Taylor; wrestler Ray “Hercules” 
Hernandez; actor/comedian Alan King; 
radio personalities J. J, Jackson and Gene 
Klavan; TV announcer Gene Wood; 
guitar pioneers Barney Kessel and Al- 
vino Rey; singers Jan Berry (of Jan & 
Dean), Don Cornell, Doris Troy, and Ray 
Charles; singer/actors Carl Anderson, 
Harry Babbitt, and Virginia Capers; 
composer Marius Constant; visual effects 
artist Don Trumbull; art director Robert 
A. Burns; children's TV scripter Kath- 
erine Lawrence; producers Dana Broccoli 
and Mary-Ellis Bunim; screenwriters 
Nelson Gidding, John Vlahos, and Robert 
Lees; director Bernard McEveety; writer/ 
performer Spaulding Gray; and actors 
Harry Bartell, Richard Biggs, Judy Camp- 
bell, Victor Cowie, Sheila Darcy, Frances 
Dee, Walt Gorney, Russell Hunter, Gilbert 
“Zulu” Kauhi, Lincoln Kilpatrick, Anna 
Lee, Mercedes McCambridge, Jan Miner, 
Robert Pastorelli, Albert Paulsen, John 
Randolph, Ronald Reagan, Patricia 
Russell, Jan Sterling, Barbara Whiting, 
Paul Winfield, Helene Winston, Doris 
Dowling, Frank Nastasi, Marlon Brando, 
and Dr. Lao himself, Tony Randall. 


Send The Hound your questions, com- 
ments and compliments via email to 
TheNewsHound @scarletstreet.com. 
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Scarlet Street's DVD Reviews 


DRACULA HAS RISEN FROM 

THE GRAVE 
TASTE THE BLOOD OF DRACULA 
FRANKENSTEIN MUST BE DESTROYED 
Warner Home Video—$19.99 each 
Warner Home Video has unleashed three 
more highly anticipated Hammer horror 
classics from its vaults. Hammer's die- 
hard fans should be pleased with the 
entire trio 

DRACULA HAS RISEN FROM THE 
GRAVE (1968) clings tightly to the es- 
tablished Hammer Dracula formula, of- 
fering little new in terms of story. Yet, 
the film rises above most entries in the 
long-running series by executing its 
tried-and-true formula with uncom- 
mon artistry. This is Freddie Francis’ 
finest directorial outing. He packs the 
picture with the kind of lovely compo- 
sitions and bold use of color one ex- 
pects from an Oscar-winning cinema- 
tographer. The plot moves along well, 
avoiding the dull stretches that afflicted 
some later Hammer chillers. Christopher 
Lee's Count Dracula is given a bit mor 
to do than in other series entries. Lee is 


paired with a worthy supporting cast, 
including Veronica Carlson (making her 
Hammer debut), Barry Andrews, Rupert 
Davies, and Michael Ripper 

DRACULA HAS RISEN FROM THE 
GRAVE was followed by TASTE THE 
BLOOD OF DRACULA (1970), which 
deserves credit for breaking the mold 
and leading the series in a new direc- 
tion. Its story revolves around a е 
of debauched Englishmen (Geoffrey 
Kean, John Carson, and Peter Sallis) who 
dabble in Satanism while maintaining 
a facade of proper Victorian propri- 
ety. Their efforts lead them to fund an 
ungodly ritual (check the film’s title) 
performed by the corrupt Lord Court- 
ley (Ralph Bates), which results in 
Courtley’s gruesome death and the 
resurrection of you-know-whom 
(again, played by Christopher Lee). 

The supporting cast includes Gwen 
Watford (later a memorable Dolly Ban- 
try to Joan Hickson's Miss Jane Marple), 
Roy Kinnear, and the inevitable (and 
welcome) Michael Ripper. The attracti 
young lovers are played by Linda Hay- 

den and Anthony Corlan 

(Emil in 1972's VAMPIRE 

CIRCUS). James Bernard' 
lush score was one of his 
personal favorites. The DVD 
at last restores footage m 
ng from the stateside re- 
lease of TASTE THE BLOOD 
OF DRACULA, including a 
titillating snake dance at an 
orgy attended by the three 
Victorian hypocrites and 
several shots of the titular 
bloodsucker. 

Also from Warners comes 
FRANKENSTEIN MUST BE 
DESTROYED (1969), one of 
the crown jewels of Ham- 
mer’s filmography. Its fine, 


cle 


on Frankenstein (Peter Cushing, in one 
of his finest performances) blackmail- 
ing a young doctor (Simon Ward) and 
his fiancée (Veronica Carlson again) 
into helping him carry out a daring 
brain transplant. Things, of course, go 
awry. Some fans carp about this film's 
lack of a “real” monster, but those com- 
plaints miss the whole point—which is 
that Frankenstein has himself become 
a monster and, well, must be destroyed! 

The DVD source print is complete, 
including the notorious rape scene, 
which was cut from the film’s initial 
stateside release. This scene is abso- 
lutely essential to the narrative (not- 
withstanding Cushing and Carlson's 
objections to performing it), since it 
demonstrates how truly monstrous the 
Baron has be 2. FRANKENSTEIN, 
Г BE DESTROYED, which rivals 
THE REVENGE OF FRANKENSTEIN 
(1958) as the best of Hammer's Frank- 
enfilms, features several other stand- 
out scenes, including a very Hitch- 
cockian sequence іп which a water 
main break threatens to reveal a con- 
cealed body. Cushing’s chilling, re- 
morseless performance is a marvel unto 
itself, This also ranks among director 
Terence Fisher's finest efforts. 

Warner Bros. offers the films in let- 
ter-perfect, widescreen transfers from 
pristine prints. The colors are vibrant, 
the blacks firm, and the mono sound 
is clear. More important, for collectors, 
is the fact that all the prints are com- 
plete and uncut, The only bonus mate: 
als included are the respective theatri 
cal trailers. Still, with prints like these 
and at prices this low, who cares? 

—Mark Clark 


YOUNG SHERLOCK HOLMES 
Paramount Home Video—$19.99 

Before there was a Hogwart's, there was 
an Etonesque boarding school; before 
Harry Potter, there was—in 19 
YOUNG SHERLOCK HOLMES. Ah, yes! 
The game was afoot when a a pre-Har- 
ry Potter Chris Columbus scripted a non- 
canonical entry in the life of young 
sleuth Holmes (Nicholas Rowe) and his 
first case with the equally young John 
Watson (Alex Cox). Contradicting what 
Sir Arthur Conan Doyle told us about 
Holmes and Watson's first meeting in 
А Study in Scarlet (published іп 1887), 
YOUNG SHERLOCK HOLMES’ protago- 
nists ^meet cute" at school before tack- 
ling the dark mystery of the pyramid 
of fear. (The cute meeting actually 
pays homage to Doyle's own confu- 
sion over Watson's first name: Holmes 
incorrectly hazards a guess that the “J” 
stands for James; Watson's own wife also 
calls him James in the 1891 short story 
"The Man With the Twisted Lip”). 

A cloaked, hooded figure prowls the 
streets of Victorian London, shooting 
hallucinogen-tinged thorns at unsus- 
pecting middle-aged men, who prompt- 
ly experience horrific, often humor- 
tinged, visions and deaths. The pretitle 
sequence showcasing the last minutes 


of Bentley Bobster (Patrick Newell) seems 
to have flown out of ERASERHEAD 
(1978), while other visions involve fro- 
licking French pastries and a stained- 
glass window's knight in shining ar- 
mor—the first completely computer 
generated character in film. 

Even if the film's pyramid of death 
would be more at home in an Indiana 
Jones adventure, the story is fun. Un- 
der the direction of Barry Levinson, the 
young sleuths encounter erstwhile 
mainstays of Conan Doyle's imagination 
Inspector Lestrade (Roger Ashton-Grif- 
fiths); the deerstalker; the magnifying 
glass; the pipe; and—in a post-credits 
stinger, the Napoleon of Crime himsel 
It's all a smashing piece of entertain- 
ment, from the production’s sumptu- 
ous design to Bruce Broughton’s under- 
appreciated, remarkable score. Rowe 
and Cox work well together and look 
enough like young versions of the sil- 
ver screen's greatest Holmes and Wat- 
son—Basil Rathbone and Nigel Bruce. 
Major mention should be made of the 
remarkable character developed by fan 
favorite Anthony Higgins, formerly 
known as Hammer Horror hunk An- 


thony Corlan. His Rathe is a cunning 
villain, equally adept at mind games, 
buckling the swash, and shooting to 
kill. (Only a few years later, Higgins 
would portray Holmes himself in the 
1993 TV movie SHERLOCK HOLMES. 
RETURNS.) Other cast members with 
Sherlockian pedigrees include Nigel 
Stock (Watson opposite Douglas Wilmer 
and Peter Cushing on British TV), Fred- 
die Jones (Inspector Baynes opposite Jer- 
emy Brett’s Holmes for Granada TV), and 
the aforementioned Newell (Blessing- 
ton opposite Brett, and Lestrade in Shel- 
don Reynolds’ 1982 series SHERLOCK 
HOLMES AND DOCTOR WATSON). 

Though lacking special features, Para- 
mount's DVD presentation of the 1985 
film is top notch. 


—Anthony Dale 


HORROR OF DRACULA 

Warner Home Video—$19.98 

HORROR OF DRACULA (1958), the first 
and best of Hammer's uem vam- 
pire series, is available to a new audi- 
ence on DVD. The print is marvelous, 
and the sound dropout that marred 
James Bernard's thunderous title 
theme has been repaired. We finally 
have the film on a sturdy, easy-to- 
store disc instead of a bulky video- 
tape. While the painted artwork on 
the videocassette was splendid, the DVD 
replaces that cover art with a striking 


detail from the Italian one-sheet, show- 
ing a very Byronesque Christopher Lee 
carrying off a nightgowned victim 
Yet these pluses are outweighed by 
the DVD's many minuses. Instead of 
going with a letterboxed print, Warner 
Bros. presents HORROR OF DRAC- 
ULA fullscreen, so that in many shots 
the tops of heads are cut off. There are 
almost no extras. Sure, we get a theat- 
rical trailer, 26 chapter stops, and four 
choices of subtitles (including Portu- 
guesel), but that’s it. There are no cast 
and crew biographies or filmograph- 
ies, only a single screen listing the 
principal actors, screenwriter, and di- 
rector. There are no photo galleries, 
and no commentaries whatsoever. Of 
course, Peter Cushing and Terence Fish- 
er are gone, but Christopher Lee is still 
around, and so are costar Michael Gough 
and screenwriter Jimmy Sangster. Rumor 
has it that Lee was more than willing, 
todo a commentary, but Warner Bros. 
didn't want to pay him. Considering 
Lee's current high profile thanks to the 
ARS and THE LORD OF THE 
ms, such stinginess. 
is a terrible insult to the actor. 

Overall, the DVD presentation is a 
flop. It's ironic that lesser titles in the 
s SCARS OF DRACULA 
(1970)—have been given the sort of 
treatment usually reserved for the likes 
of CITIZEN KANE (1941), while the first 
and best is treated like dirt. (Anchor 
Bay didn't mind springing for Lee's 
insightful commentary on SCARS and 
others discs, by the way.) Here's hoping 
irate Hammer fans will descend on 
Warner Home Video and demand prop- 
er treatment for this horror classic in 

time for the film's 50th anniversary. 
—Jonathan Malcolm Lampley 


RETURN TO NEVER LAND 
Walt Disney Home Video—$29.99 
The Disney Corporation has always 
treated PETER PAN (1953) rather car: 
lessly. After putting out a 45th Anniver- 
sary VHS, the company ignored the 
title's 50th Anniversary and Peter Pan's 
centenary and brought out the DVD 
version offhandedly. Now we get a se- 
quel, RETURN TO NEVER LAND (2002), 
and while it has things to recommend 
it's slight and hardly a patch on its 
irations. 
NEVER LAND begins with a shadow 
e among the clouds, that re- 
houettes and voices of the 
original Disney version. This faithful- 


ness proves to be one of the sequel's 
greatest strengt we pass from the 
retelling of Wendy’s story we come upon 
the Darling house in wartime London's 
Bloomsbury. It’s the same house we've 
seen before, and indeed the Disney art- 
ists have followed the architecture and 
coloring of the original film, which uti- 
lized the wonderful colorist Mary Blair 
Even the wallpaper is the same. 
Unfortunately, after a wonderful 
opening sequence wherein Wendy’s 
daughter Jane is kidnapped by Captain 
Hook and carried aboard a beautifully 
rendered pirate ship, it’s a long haul be- 
fore we get another sequence as suc- 
cessful. Not until the final scene do we 
get depth, character, and a moment of 
poignancy when Peter finally encoun- 
ters the adult Wendy. The film concludes 
with the breathtaking flying sequence 
we have been so long denied. Peter's 
final return to Never Land captures the 
exhilaration of the original film's 
thrilling flight over London. Alas, it is 
not only the last moment of the film, 
but it is annoyingly interrupted by the 
jarring intrusion of John Seba: * 
song "Do You Believe in Magic?" Nota 
good choice. 
The lack of good songs hurts this film 
the most. After a bland recycling of 
"The Second Star to the Right,” written 
by the great Sammys (Fain and Саһп), 
there is precious little music. While the 
underscoring by Joel McNeely is ser- 
viceable, the songs аге dreadful. А 
whiny “РИ Try," done as а voiceover by 
an oddly Nashville-sounding Jonathan 
Brooke, and the totally forgettable “бо 
to Be One of Us" sung by Peter and the 
Lost Boys fall far short of the mark. 
This is sad, since Peter had no song in 


PETER PAN 


ally give him one 
and have him lost in the melee is par- 
ticularly disappointing 

Other disappointments include the 


the first film 


oddly missing Indian tribe (the village is 
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THE CHARLIE СНАМ 
CHANTHOLOGY 
MGM Home Entertainment—$69.96 
While 20th Century Fox continues to 
sit on its collective corporate hands 
and refuse to broadcast, release on 
DVD, or license to anyone its impres- 
sive collection of Charlie Chan films 
(1931-1942), MGM has had the good 
sense to bring out its Charlie Chan 
holdings—or at least part of them. That 
Fox’s Chan holdings are the generally 
less desirable films produced by the 
Poverty Row studio Monogram Pic- 
tures—not to mention the fact that 
they took the easy way out and picked 
the same six titles (19445 CHARLIE 
CHAN IN THE SECRET SERVICE, 
1944's CHARLIE CHAN IN THE CHI- 
NESE САТ, 1944’s CHARLIE CHAN IN. 
BLACK MAGIC, 1945’s THE JADE 
MASK, 1945's THE SCARLET CLUE, 
and 1945’s THE SHANGHAI COBRA) 
that were earlier released on laser- 
disc—shouldn’t deter fans of the series. 
From a purely practical standpoint, 
Chan fans will want to support this 
release simply because the chances of 
MGM bringing out the rest of its li- 
brary—not to mention shaking Fox 
out of its complacency—are greatly 
increased if this first set does well. 
DP m ОЕ not comprising 
the best of the 
Monogram е. 
series—is 
some- 
thing 
thatany 
fan 


The Triumphant Return of 


CHARLIE CHAN 


of Chan will want on its own merits. 
There's something to be said, too, for 
bringing the series out in order of pro- 
duction. Not only does this present the 
films in the correct sequence, allowing 
the viewer to get a sense of the develop- 
ment of the series, but it bodes well for 
the release of all the titles, instead of 
merely someone's notion of what makes 
up the most desirable titles—a wholly 
subjective call. (Somewhere, someone ac- 
tually likes 1946's DANGEROUS 
MONEY!) 
Better yet, the titles in question— 
known to most fans from 16mm TV 
prints and multi-generation VHS dubs 
from those battered, splicy prints—look 
wonderful. Contrast is excellent. The 
image is sharp. Scratches and speckling 
are at a bare minimum, while the sound- 
tracks have been cleaned up (no mean 
feat on some of these titles) and are 
largely free of hiss and pops. Short of 
using a time machine and seeing these 
films on their original release, its un- 
likely you'll ever see them looking or 
sounding any better than they do here. 
As for the films themselves, they're 
something of a mixed bag, though on- 
ly one of them—CHARLIE CHAN IN 
THE SECRET SERVICE—could actually 
be called a lesser entry. However, since 
it's the first in the Monogram series and 
sets the tone and the basic premise 
(Charlie doing his wartime bit by work- 
ing for the government rather than the 
Honolulu Police Department), as well 
аз introducing Mantan Moreland's Bi 
ingham Brown, its inclusion is abso- 
lutely essential. 
When producers Philip N. 
Krasne and James 5. Burkett— 
along with Sidney Toler, who 
had wisely bought the rights 
to the character—decided to 
revive the series two years af- 
ter 20th Century Fox dropped 
it, they realized that the ap- 
proach would have to be less ambi- 
tious than that of the Fox films. The Fox 
litles had been budgeted at $200,000 a 
picture. The best Monogram could offer 
was a paltry $75,000. The situation was 
further compromised by having far 
less in terms of standing sets and other 
resources at Monogram than at Fox. As a 
result, the new films would have to 
largely eschew exotic locales. (When they 
didn't—as in 1946's THE RED DRAGON 
and DANGEROUS MONEY—tke thread- 
bare nature of the productions really 
showed.) Instead, Charlie would become 
more of a drawing-room detective, lim- 
iting his investigations to old dark 
houses, office buildings, and other such 
easily achieved generic settings. To 
accomplish this, they brought in a 
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SCREEN AND SCREEN AGAIN 
Continued from page 23 

flown through with nary an “injun,” as 
little Michael would say, in sight), the 
mermaids (used only as a bit of scen- 
ery), the crocodile (a wonderful charac- 
ter ineptly replaced with an octopus), 
and Peter's pipes. There are a few gags, 
but all need development, most of 
them familiar retreads of incidents from 
the earlier production. (There is a nice 
duel for Peter and Hook.) All in all, 
RETURN TO NEVER LAND is a missed 
opportunity—not an embarrassment, 
but hardly a treasure that will last. 

The voices are well matched to the 
originals, particularly Blayne Weaver as 
Peter and Corey Burton as Captain Hook. 
The DVD extras include a few deleted 
scenes, some still in pencil. The disc is 
THX-certified, in Dolby Digital 5.1 
and “family friendly Widescreen," with 
tracks in English, French, and Spanish. 

Farnham Scott 


STRAIGHT ON TILL MORNING 
Anchor Bay Entertainment—$19.95 
STRAIGHT ON TILL MORNING (1972) 
is an atypical Hammer picture. None of 
its major stars or monsters are in sight, 
and the setting is contemporary. It’s 
also unrelentingly grim and ugly. If 
Hammer had made LOOKING FOR 
MR. GOODBAR (1977), it'd look an aw- 
ful lot like this movie. 

The main character, Brenda (Rita 
Tushingham), a frumpy, socially inept 
misfit, tells her mum she’s preggers 
just to get out of the house and into 
swingin’ London. Once there, she be- 
comes involved with a young man 
named Clive (Shane Briant), an attrac- 
tive, if androgynous, gigolo. Because 
the title references PETER PAN, Clive 
refers to himself as Peter and his wor- 
shipful devotee as Wendy. Since this is 
a Hammer movie, after all, Clive is also 
a serial murderer, with an abhorrence 
for physically beautiful women 

The film sports almost no redeeming 
features. With a few exceptions, the 
cast is as unattractive as its storyline; 
though the male and female leads are 
well cast and acquit themselves admira- 
bly, it’s difficult to actually care about 
them, since their characters are both es- 
sentially unlikable. Jazz singer Annie 
Ross is wasted in a bit part, but she does 
sing a good title theme song. There's a 
bit of unintentional comedy when Bren- 
da pretties herself up for her beloved, 
and, after all the etfort, leaves the 
beauty shop looking for all the world 
like one of the Kids in the Hall in drag! 

Anchor Bay has given this movie a 
better treatment on DVD than it de- 
serves, with a flawless widescreen 
transfer, clean stereo sound, a com- 
mentary track, a trailer, and a text bi- 
ography of director Peter Collinson. If 
а small company can give such a mi- 
nor Hammer entry a decent presenta- 
tion, why can't а major outfit like 
Warner Bros. go the extra mile? 

—Robin Anderson 
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WITHOUT A CLUE 

MGM Home Entertainment—$14.: 
Difficult thing to achieve, a successful 
Sherlock Holmes spoof. Gene Wilder 
missed the mark with THE ADVENTURE 
OF SHERLOCK HOLME MARTER 
BROTHER (1975), and Paul Morrissey 
THE HOUND OF THE BASKERVILLF 
(1978) was an unfunny mess starring 
first-rate British comics who should have 
known better. Billy Wilder's THE PRI- 
VATE LIFE OF SHERLOCK HOLMES 
(1970) was less spoof than a loving 
homage splendidly realized, its comic 
exaggerations not too far removed 
from the "true facts" of Sir Arthur Co- 
nan Doyle's original stories. 


Then there's WITHOUT A CLUE (198 
written by Gary Murphy and Larry 
Strawther, and directed by Thom Eber- 
hardt—none of them names on a par 
with Wilder, Morrissey, and Wilder 
(though Murphy and Strawther have 
gone on to script MALCOLM IN THE 
MIDDLE). Yet they succeeded where 
others failed, and CLUE is a wholly 


successful Sherlock Holmes spool, set- 
ting the canon spinning and wick- 
edly—albeit lovingly—subverting the 
Sherlockian world as we know it. 

Dr. John H. Watson (Ben Kingsley) is 
the World’s Greatest Detective, but no- 
body has a clue to that well-hidden 
fact. In order to have a free hand, Wat- 
son has invented the fictional charac- 
ter of Sherlock Holmes, written up his 
own adventures with Holmes the hero 
and himself merely the faithful com- 
panion, and hired an unemployed, 
addlepated, frequently besotted actor 
named Reginald Kincaid (Michael Caine) 
to don the famous deerstalker. Wat- 
son's secret is known only to Kincaid, 
Mrs. Hudson (Pat Keen), Wiggins (Mat- 
thew Savage), and a certain criminal 
genius who isn’t easily gulled—Professor 
James Moriarty (Paul Freeman). 

Frustrated by Kincaid’s stunning lack 
of intellect, Watson fires him and tries 
to reinvent himself as the Crime Doctor, 
but the publisher of the Strand Magazine, 
Norman Greenhough (Peter Cook, who 
was Holmes in Morrissey's HOUND), 

"ants only Sherlock Holmes stories. 
Scotland Yard, in the person of Inspector 
Lestrade (Jeffrey Jones), refuses to take 
the Crime Doctor seriously. When a 
new case involving the Bank of England 
plates presents itself (shades of 1946's 
DR ED TO KILL), there's nothing 
left to do but rehire Kincaid and try 


foil Moriarty's dastardly scheme. 
Caine and Kingsley are an inspired 


team and make every moment count 
The supporting cast—which includes 
Lysette Anthony as a damsel in distress, 
Matthew Sim as a non-damsel in distress, 
and Nigel Davenport as Lord Smith- 
wick—couldn’t be bettered. Alas, the 
MGM Home Entertainment DVD release 
is a disappointment. The sole extra is 
a trailer. Far worse, the film is available 
only ina full screen presentation. Still, 
it's better than not having this de- 
lightful film at all. Where else will you 
find “Sherlock” revealing the “true 
identity” of the Napoleon of Crime— 
got it! His real name is Artie Morty 
Richard Valley 


DAUGHTERS OF DARKNESS. 

Blue Underground—$19.95 

Stefan and Valerie Chilton (John Karlen 
and Danielle Ouimet) check into a de- 
serted hotel off-season in Ostend, Bel- 
gium on their honeymoon. Intending 
to stay only one night, they change 
their minds with the arrival of Count- 
ess Elizabeth Bathory (Delphine Seyrig) 
and her companion, Шопа (Andrea 
Rau). Enraptured by the new guests, the 
newlyweds decide to stay despite the 
reservations of the aging concierge Pi- 
erre (Paul Esser). Pierre is certain he 
once met Bathory, looking exactly as 
she is presently, when he was a young 
man. The Countess is equally intrigued 
by the young couple and harbors sin- 
ister plans for them, potentially com- 
plicated by the arrival of a retired po- 
liceman (Georges Jamin) who is investi- 


gating the bloodless corpses that seem 
to follow in the Countess’ wake 
DAUGHTERS OF DARKNESS (1971) is 
depraved enough to satisfy even the most 
jaded exploitation fan, yet elegant and 
literate enough for the art-house 
crowd. Harry Kümel's direction and 
screenplay (cowritten with Pierre Drouot, 
Jean Ferry and Jo Amiel) is leisurely 
paced and moody, punctuated with 
sudden moments of violence. Camera- 
man Eduard Van Der Enden’s heavily 
gelled approach (with glorious fades to 
red) is perfectly complemented by Fran- 
«ois De Roubaix’s haunting score. The 
acting is also very fine, but there is one 
element thal lies everything together 
and lifts the film to classic status: Del- 
phine Seyrig’s performance. Decadent, 
ethereal, and glamorous, she is argu- 
ably the best—and most seductive— 
vampiress to grace the silve en. He 
first appearance r Is the influence 
of classic Hollywood's glamour queens 


and her delivery of the dialogue is sub- 

lime. A performance not to be missed 
Blue Underground’s DVD utilizes the 
same elements as the old Roan LD/An- 
chor Bay DVD, digitally tweaking the 
image for improved clarity and color 
saturation. There is room for improve- 
ment should better elements ever sur- 
face. This dise carries over the com 
mentary with John Karlen and Scarlet 
Street scribe David Del Valle from the 
last release and adds a new one with 
Harry Kümel and moderator David Gre- 
gory, both tracks are worthwhile. BU 
also gives us a new interview with An- 
drea Rau, a theatrical trailer, radio 
spots, and a still gallery. Check it out 
and find out why, in the words of our 
dark Countess, “Love can be stronger 

than life, stronger even than death.” 
—Ron Morgan 


NERO WOLFE (Season One) 
A&E—$69.95 

A&E's mystery series NERO WOLFE 
was a rarity among television shows 
based on literary sources; it was actually 
as faithful as possible to the original 
material—Rex Stout's long-running 
series of novels and stories about the 
quarter-of-a-ton, food and orchid loving 
detective and his agile, wisecracking, as 
sistant, Archie Goodwin. NERO WOLFE 
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delivered an enjoyable mystery every 
week, acted with panache by Maury 
Chaykin as Wolfe, Timothy Hutton as 
Archie, and a large and able supporting 
cast as other series regular and guest 
characters. Unfortunately, A&E canceled 
NERO WOLFE after a mere two seasons, 
citing low ratings. As a consolation prize, 
the network has released а DVD box 
set of the show's complete first season. 
NERO WOLFE on DVD got off to a 
rocky start with a defective initial pre 
ing. Fans quickly recognized that many 
of the episodes had been mastered from 
edited versions cut down to allow for 
more commercial time during repeats. 
They had identified all the cuts, posted 
to the internet, and notified 
of the problem. A&E rectified the 
pulling all the incorrectly mas- 
tered sets, repressing the DVDs, and 
offering to replace already-purchased 
copies. The new, correctly mastered 
sets have a “Collector’s Edition” sticker 
the plastic wrap, so check for the 
гг before you purchase thi 
he new set is worth the wait, The 
episodes, which are all in full-frame 
mode with Dolby stereo sound, look and 
sound splendid. The transfer 
with colors rich and jewel-like. You'll 
find yourself reveling in the gorgeous 
hues of Archie’s and Nero’s silk ties 
and matching pocket handkerchiefs, 
the buttery red and yellow leather of the 
chairs in Wolfe's office, the golden light 
cast by the lamps, and the scarlet lip- 
adorning the lips of many of the 
women who arrive to ask for Wolfe's ser- 
vices and end up catching Archie's eye. 
It’s a good thing the episodes look 
so good, because that's all there is to 
enjoy. No truth in labeling here—de- 
spite the "Collector's Edition” sticke 
there isn’t anything collected in th 
box set besides the episodes them- 
selves, plus bios and filmographies for 
Hutton and Chaykin. No commentaries, 
no interviews, no behind-the-scene 
footage, no info about Rex Stout and h 
work. Nothing. Not even the MAKING 
OF NERO WOLFE special aired by A&E, 


or THE GOLDEN SPIDERS, the tw 
hour movie that was meant to kick off a 
series of NERO WOLFE TV movies, but 
instead became the pilot to a weekly 

ies because it drew such high ratings 

The episodes delight, but the lack of 
extras and THE GOLDEN SPIDERS is 
a tremendous frustration. Even so, this 
NERO WOLFE set is a required pur- 
chase for mystery lovers. 


--Раша Vitaris 


WEREWOLF IN A GIRLS’ DORMITORY 
Retromedia/Image Entertainment 

$14.98 

Retromedia has gone the extra step for 
horror fans with WEREWOLF IN A 
GIRLS’ DORMITORY (1962), previously 
available on public-domain labels. 

Known as LYCANTHROPUS in sev- 
eral European markets, this Italian-made 
fright flick closely resembles a German 
krimi, with its stylish black-and-white 
photography and mystery element. Sev- 
eral residents in a girls’ reform school 
(not a dormitory) are gruesomely mur- 
dered, and suspicion falls on several 
members of the international cast, in- 
cluding Lucianno Pigozzi (the Italian 
Peter Lorre) as Walter the caretaker; 
French Maurice Marsac as Sir Alfred, the 
lover of one of the victims; and Ger- 
mans Curt Lowens (as Swilt, the head 
of the school) and Carl Schell (the real- 
life brother of Maximillian, as Dr. Julian 
Olcott, the school's new teacher). 

The school, which occupies a brood- 
ing castle and surrounding grounds, has 
been set up for wayward girls (most of 
whom appear to be in their twenties) 
This gives the filmmakers an endless 
supply of pretty women as potential 
victims of the unseen attacker. Good girl 


DORMITORY 


ТЕ GHOUL IN SCHOOL 


(in a reform school?) Priscilla (played 
by Roman Polanski's first wife, Barbara 
Lass) keeps finding various victims un- 
til she finally comes face to fuzzy face 
with the werewolf itself. 


The song “The Ghoul in School," com- 
posed for the original American release 
of WEREWOLF (from MGM, yet!) is ab- 
sent, but otherwise this DVD is the ver- 
sion of the movie to buy. Besides the 
superior print quality, this DVD also of- 
fers a recreation of the original movie 
giveaway; a still gallery; and, best of all, 
a thoroughly entertaining audio com- 
mentary with film historian and frequent 
Scarlet Street contributor David De Valle 
and star Curt Lowens. Del Valle enthusi- 
astically reveals details about this film 
and Euro Horror in general. For his 
part, Lowens seems astonished that 
anyone cares about WEREWOLF IN A 
GIRLS' DORMITORY, but still appears 
genuinely proud of the picture. 

—Kevin G. Shinnick 


THE ABSENT-MINDED PROFESSOR 
SON OF FLUBBER 

Walt Disney Home Video—$19.99 

One of 1961's top box office draws, Walt 
Disney's THE ABSENT-MINDED PRO- 


FESSOR also earned three Academy 
Award nominations: one for Best Cin- 
ematography (Black and White), an- 
other for Best Art Direction/Set Direction 
(Black and White), and the third for Best 
Special Effects. Was itany wonder that 
Disney fans and film buffs threw Don- 
ald Duck-worthy tantrums when the 
studio absentmindedly released the 
film in a colorized, pan-and-scan DVD 
version early in 2003? (Disney had re- 
leased a similar print on video in the 
1980s and evidently just recycled it for 
the film's first DVD appearance.) 

The colorized monstrosity saw a 
computer technician's pixilated mouse 
clicks replace Oscar-nominated art and 
set direction and cinematography or- 
chestrated by accomplished Holly- 
wood veterans. The movie, after all, 
gave art director Carroll Clark his 
sixth Oscar nomination in a career 
that included KING KONG (1933), THE 
ENCHANTED COTTAGE (1945), and 
NOTORIOUS (1946). For set decorator 
Emile Kuri, whose work had included 
IT’S A WONDERFUL LIFE (1946), 
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КОРЕ (1948), THE HEIRESS (1949), and 
SHANE (1953), The Disney film also 
marked his sixth Oscar nomination 
Placating film purists who appreci- 
ate seeing a film the way its creators 
intended, Disney eight months later 
offered a second DVD release of THE 
ABSENT-MINDED PROFESSOR, While 
this new widescreen, black-and-white 
version is a great print, it unfortu- 
nately offers nothing more than the 
first DVD's barebones version. Missing 
are featurettes revealing the formula 
concocted by studio technicians to 
create Flubber or the behind-the-scenes 
piano wires used to make Professor Ned 
Brainard’s (Fred MacMurray's) Model-T 
car famously fly. Nor will you find in- 
terviews with cast members Nancy Olson 


or Tommy Kirk, even though Disney 
included them on supplemental mate- 
rial for recent DVD releases of OLD 
YELLER (1957) and POLLYANNA (1960). 
Overlooking the lack of bonus pro- 
gramming, THE ABSENT-MINDED 
PROFESSOR remains a fun foray into 
early sixties escapism. The sight of 
fighter jets chasing a Model-T over Wash- 
ington, D.C., takes on an almost creepy 
modern context, but MacMurray’s pat- 
ented formula of flustered comedy and 
Olson's good-natured exasperation 
still charm. Fictional Medfield College, 
the campus Disney repeatedly recycled 
over the next dozen years, remains a 
nostalgic host for Flubberific fun. 
Ignore the colorized and cropped 
version, and enjoy the performances, 


ree 


original cinematography, and special ef- 
fects of the original. One of Disney's 
better comedies, THE ABSENT-MINDED 
PROFESSOR still deserves the prover- 
bial "third time's the charm” DVD release 
to warrant an “А” grade from fans. 
Although Walt Disney frowned on 
sequels, the Flubber evidently bounced 
high enough in THE ABSENT-MINDED 
PROFESSOR to warrant one of the 
studio’s few follow-ups produced 
during Walt's life. If the studio’s tear- 
jerker POLLYANNA offered the best 
dramatic cast ever assembled for a 
ney film, SON OF FLUBBER (1963) 
may just showcase Disney’s best come- 
dic cast, featuring a stable of character 
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THE SHERLOCK HOLMES. 
COLLECTION Volume III 
MPI Home Video—$69.95 
THE HOUND 

OF THE BASKERVILLES 
THE ADVENTURES 

OF SHERLOCK HOLMES 
MPI Home Video—$19.95 each 
Conceived over cocktails and euth- 
anized by artistic frustration, Basil 
Rathbone’s Sherlock Holmes remains 
for many the veritable fathomer of 
221B Baker Street. And with the re- 
lease of Volume ІП of THE SHER- 
LOCK HOLMES COLLECTION, and 
the two 20th Century Fox films that 
started it all in 1939, MPI Home Video 
gives Sherlockaholics and mystery 
fans the omega and the alpha of that 
legendary series by which all other 
Holmesian productions are measured. 

The final four Universal films may 
not be in the same league as THE 
PEARL OF DEATH (1944) and THE 
SCARLET CLAW (1945), but they 
contain much of interest, especially 
quirky characters that could have 
sprung directly from Sir Arthur Conan 
Doyle’s pen. There is, for instance, the 
seemingly gentle Dr. Simnell (Percival 
Vivian), whose penchant for dollies 
and scalpels outshines even the 
suave villainy of Lydia Marlowe (Hil- 
lary Brooke) and Professor Moriarty 
(Henry Daniell) himself in THE WO- 
MAN IN GREEN (1945), Equally 
memorable are Joel Cairo/Kasper Gut- 
man wannabes Mirko (Martin Kosleck) 
and Gregor (Rex Evans) in PURSUIT 
TO ALGIERS (1945), and the pairing 
of Colonel Sebastian Moran (Alan 
Mowbray) and slimy hitman Sands 
(Skelton Knaggs) in TERROR BY 
NIGHT (1946). Even the victims are in- 
teresting, especially Watson's box- 
loving (musical and otherwise) old 


Basil Rathbone and Nigel Bruce 


Their Last (and First) Bours 


chum, Julian “Stinky” Emery (Edmond 
Breon), who loses his life to a latter-day 
Irene Adler in DRESSED TO KILL (1946). 
As with the first two collections, the 
picture quality is lovingly reconstructed 
from the best 35mm elements, and Roy 
William Neill's signature chiaroscuro 
comes off as sinister and as moody as the 
day it was first lensed. Richard Valley’s 
informative and entertaining liner notes 
provide extensive background informa- 
tion and biographies of such players as 
Daniell, Brooke, Kosleck, and the littl 
known Evans. There's not much else in 
the way of extras, save for WOMAN IN 
GREEN commentary by Holmes scholar 
David Stuart Davies, picture galleries, 
and a snippet from the 1927 interview 
with Conan Doyle (here, alas, sounding 
helium-voiced due to incorrect projec- 
tion speed). But after years of suffering 
through faded, scratchy public domain 
prints of three of these titles, fans will 
find little to fault in the collection. 
Given that the Holmes saga is itself 
one of rebirth, it’s fitting that MPI ends 
the series with THE HOUND OF THE 
BASKERVILLES and THE ADVEN- 
TURES OF SHERLOCK HOLMES (both 
1939). Once again Richard Valley's liner 
notes complement excellent prints, as 
does his commentary for ADVENTURES, 
wherein he provides scenes unwisely left 
on the cutting-room floor and ties the 
film to its tenuous origins in the William 
Gillette play. (Viewers even learn еу- 
erything they ever wanted to know 
about the song “I Do Like to Be Beside 
the Seaside,” but were afraid to ask.) 
David Stuart Davies likewise offers 
fine information on HOUND. Jarring, 
however, is his assertion that “it’s quite 
clearly Richard Greene” under the beard 
as Sir Hugo Baskerville in the flashback. 
(It’s actually Ralph Forbes—as the end 
credits attest.) This minor quibble aside 


Davis is especially good at discussing 
the script's fidelity to—and derivations 
from—the most famous of mystery 
novels, and going into depth about 
the “Watson problem.” 

Said problem, of course, is no prob- 
lem at all for aficionados. Nigel Bruce 
may end up removing his shoes and 
socks while under hypnosis, singing 
“Loch Lomond,” and quacking like a 
duck, but he gets the last laugh—lit- 
erally—by providing Holmes with the 
key to the series’ ultimate clue. Re- 
visiting Bruce's lovable duffer in ex- 
pertly restored prints is like revisiting 
an old friend; and while his teaming 
with Rathbone lasted a scant seven 
years, thanks to MPI, their marvelous 
work is now for the Ages. 

` —David F. Morrill 


PETER PAN 
Universal Studios—$26.98 
James M. Barrie's PETER PAN, the 
boy who wouldn't grow up, is one of 
the great child fantasies and one of. 
| the few fictional characters to have 
entered the realm of myth. Even be- 
fore the famous tale was published in 
1911, it was as a play in 1904. Consid- 
ered distinctly British, PETER PAN 
was originally intended for an Ameri- 
can, the great actress Maude Adams. 
(Outside of some rare instances, 
due originally to English child-la- 
bor legal requirements, a woman 
has traditionally played Peter.) 
The story has been a continual 
source of joy in America. The first 
ive-action movie version, a 1924 
Paramount film starring Betty Bron- 
son, was basically the stage play pho- 
tographed. Walt Disney's 1953 ani- 
mated version used child actor Bobby 
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Driscoll for Peter Pan; Driscoll not only 
voiced the character, but posed for the 
animators. (Hans Conreid voiced Cap- 
tain Hook.) On Broadway in 1950, horror 
icon Boris Karloff lustily sang the Leon- 
ard Bernstein score as Hook (“Blood, 
Sweet Blood!") to Jean Arthur's Pan, in 
what is considered the play’s most зис- 
cessful presentation. In 1955, after a lim- 
ited Broadway run of a tuneful new 
version (scored by several composers, 
including Mark Charlap, Jule Styne, 
and Carolyn Leigh, and directed by 
Jerome Robbins), Mary Martin flew 
into the hearts of American Baby 
Boomers in the NBC televersion. 

Now we have this new, beautifully 
rendered production from 2003, writ- 
ten for the screen by director P. J. Hogan 
and Michael Goldenberg and starring 
Jason Isaacs as Hook and young Ameri- 
can Jeremy Sumpter in the leading 
role. Among the cast in this Universal 


release are Rachel Hurd-Wood as 
Wendy and Ludivine Sagnier as 
Tinker Bell. Lynn Redgrave also ap- 
pears as a new character, Wendy's 
Aunt Millicent. 

On its initial release, this Austra- 
lian film version got lost amidst the 
many Christmas releases, It's a mo- 
tion picture of overwhelming beauty 
and accomplishment. The special 
effects are dazzling. The art and cos- 
tume designs are stunning and 
echo the famous illustrations of 
Francis D. Bedford, Edmund Blum- 
pied, and Roy Best. For once the ad- 
vance release promise was realized, 
“new cutting edge technologies 
portraying breathtaking and fan- 
tastic visuals envisioned in the ori; 
nal material—Neverland, the fairies, 
Tinker Bell, and the magical fly- 
ing—in ways never before seen 
cinematically nor imagined.” 

Interestingly, Isaacs and the late 
Cyril Ritchard, the famous Hook op- 
posite Mary Martin, are both Aus- 
tralian. Ever since Ritchard’s famous 
portrayal, Hooks have tended to- 
wards the foppish: George Rose, 
Christopher Hewitt, and Danny Kaye 
are perfect examples. Isaacs returns to 
the early days of George Du Maurier, 
the original Hook, from whose per- 
formance “children were carried 
screaming from the stalls.” Popular 
writer Daphne Du Maurier described 
her father’s portrayal in her memoir 
Gerald (1934), noting “his greasy 
curls; the sardonic laugh, the ma- 
niacal scream, the appalling courtesy 
of his gestures . . . There was no 
peace in those days until the monster 
was destroyed . . ." 

The DVD presentation is marred by 
an annoying preview for the dismal 
CAT IN THE HAT (2003). Extras in- 
clude several behind-the-scenes fea- 
turettes. A short documentary hosted 
by Sarah Ferguson, THE LEGACY OF 
PAN, offers glimpses of Pan histo- 
rian Andrew Birkin, but little of the 
history of this fascinating tale, О44- 
ly, ali the production material ig- 
nores the Paramount film version 
as if it never existed. A few deleted 
sequences are offered, including 
the ending used in the musical ver- 
sion, of Peter returning years later 
to discover Wendy grown up and her 
daughter Jane anxious for adven- 
ture. It's clear from its unfinished 
state that wiser heads ruled against 
its inclusion. The sequence—origi- 
nally a once-only performance on- 
stage—wouldn't have worked nearly 
as well as it does in the musical ad- 
aptation. АП of these extras reveal 
perhaps too much for young viewers 
and spoil the magic 50 abundantly 
onscreen in the feature. 

The DVD is close-captioned and 
available in both widescreen and full- 
frame editions, with Dolby 5.1 Sur- 
round Sound. 

—Famham Scott 


ICE in her veins... ICICLES on her heart.. 


tells the bizarre tale of a beautiful society 
'olumnist who's desire for money and position turn her into 
а serial killer. This recently discovered "B" film gives new 
` meaning to the phrase “willing victims" and shows what film 
2 noir on a tiny budget could look like. 


Special Features: 

* Commentary by Jay Fenton 

* Film Restoration Consultant 

* Bonus Film Noir TV Episode - "Into the Night" 
© Bonus ‘Soundie’ 

* “Satan Wears a Satin Dress” 

* Photo Galler: 

© Bonus Film Noir Trailers 

* Video Interview with Jay Fenton on Film Restoration 
Edgar Ulmer - A Fascinating Possibility 

* Bios and Filmographies 

* Liner Notes written by Jay Fenton 


DVD #8358S UPC:089859835827 $14.99 


Coming Soon: 
FILM NOIR DOUBLE FEATURE #2 
with commentaries by Jay Fenton 


ce Kn 


FLA NOU 


e Slightly Scarlet 
DVD# 8292S $14.99 


Available at SUNCOAST VIDEO, TOWER VIDEO and other fine retailers, 
or call УСЕ Direct at 1-800-331-4077 or online at “vcientertainment.com”. 


SCREEN AND SCREEN AGAIN 
Continued from page 27 

actors reminiscent of IT’S A MAD 
MAD MAD MAD WORLD, which was 
released the same year. 

Having signed away the rights for 
Flubber, Professor Ned Brainard (Mac- 
Murray again) this time tinkers with the 
weather as he searches for a new space- 
age invention to save his cash-strapped 
college and his marriage to his affec- 
tion-starved wife, Betsy (Nancy Olson). 
Also returning are Tommy Kirk (as ВИҒ 
Hawk), Elliott Reid (as Shelby Ashton) 
and three generations of Wynns: Fd (as 
A.J. Allen, who exhibits the fruits—and 
vegetables—of Brainard’s experimenta- 
tion to an astonished court), son Keenan 
(returning as villain Alonzo P. Hawk, а 
role he reprised in 1974’s HERBIE RIDES 
AGAIN), and grandson Ned in a minor 
role. (Look for Walt's grandson Walter 
as the baby in the Flubber commercial.) 

Spotting the great supporting cast 
react to special effects-induced may- 
hem offers the most fun; you'll spot Paul 
Lynde, Hal Smith, Burt Mustin, Jack 
Albertson, Leon Ames, Charlie Ruggles, 
Harvey Korman, Joe Flynn, Edward 
Andrews, Harriet MacGibbon, Ken Mur 
ray, and William Demarest among the 
gawkers. Also notable is Joanna Moore 
(Tatum O'Neal's mother) as Southern 
sexpot Desiree de la Roche, still hot for 
old flame Ned Brainard; her role sparks 
friction between Ned and Betsy and mo- 
tivates the professor to win back his 
wife and save the day at work. 

Although the full-frame DVD offers 
no commentary and just a few behind- 
the-scenes photos, Disney did at least 
remember to release it in the original 
black-and-white. Like father, like son— 
SON OF FLUBBER is a suitable heir to 
the original and a lot of fun, 

—Jim Hollifield 


BACK TO THE BEACH 
Paramount Home Video—$14.99 
Annette (Annette Funicello) and her 
husband, "The Big Kahuna" (Frankie 
Avalon, portraying this otherwise un- 
named character), follow the tide BACK. 
TO THE BEACH (1987) to visit their 
adult daughter, Sandi (Lori Loughlin). 
The inevitable lure of the surf entices 
them back into their former lifestyle. 
Much of the humor springs from the 
couple's stuck-in-the-sixties whole- 
someness, an anachronism that jolt- 
ingly contrasts with the more uninhib- 
ited morality of the late eighties. 

In a playful nod to the AIP Beach 
Party films, the mercurial on-again, off- 
again dynamic of Annette’s relationship 
with her husband surfaces anew when 
Connie (Connie Stevens) makes a play for 
him. Annette’s knee-jerk reaction is a 
familiar one to devotees: she feigns in- 
terest in Troy (John Calvin), a younger 
beach bum, to even the score. The scant- 
ily-clad lad really isn't sexually inter- 
ested in her, but the charade is enough 
to get the Big Kahuna's dander up. 

The well-preserved leads are joined 
by such beloved pop culture icons as 
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ookie" Byrnes, Don Adams, O. J. 
Simpson, and cast members from the 
itcoms LEAVE IT TO BEAVER and 
GILLIGAN’S ISLAND. Onscreen musi- 
cal performances are contributed by Dick 
Dale, Stevie Ray Vaughan, and Pee-Wee 
Herman (Paul Reubens). Additionally, 
the soundtrack boasts a diverse pol- 
pourri of artists, including Aimee Mann, 
Eddie Money, Dave Edmunds, Herbie 
Hancock, Marti Jones, and Dweezil Zap- 
pa. The inspired mix of sixties and 
eighties musical conventions is argu- 
ably the production’s strongest selling 
point. The final ensemble number, 
Some Things Live Forever,” seems in 
spired by the song “We Go Together” 
that climaxed the similarly nostalgic 
GREASE (1978) 


WIDESCREEN ЕЗ 
FRANKIE AVALON 


COLLECTION 


Paramount’s DVD presents BACK TO 
THE BEACH letterboxed at approxi- 
mately 1:85-1. The colors are sharp and 
the source print free of blemishes. The 
disc offers a robust sound mix that will 
please audiophiles. 


—John F. Black 


KING OF THE ZOMBIES 
Alpha Video—$7.98 
The DVD presentation of KING OF THE 
ZOMBIES (1941)—such as it is—is in 
keeping with the film’s Poverty Row ori- 
gins. The disc features no extras and 
only four untitled chapters of the movie 
itself. Chapter One begins not with the 
opening credits, but 12 minutes into the 
movie! Alpha Video has packaged a 
jerky, overscanned print with dirty 
reel changes and a loss of information at 
the top of the screen (especially no- 
ticeable in the opening credits and in 
shots in which heads are partially cut 
off), Even a Monogram programmer de- 
serves much better DVD treatment 
than this! Still, it’s always fun and 
nostalgic to see Monogram quickies 
(CREATURE FEATURES fare to Baby 
Boomers) and to enjoy Mantan More- 
land’s comedic talents. 

The movie itself is the mildly enter- 
taining story of three men (Dick Purcell, 


John Archer, and Moreland) who crash 
land on a Caribbean island. There, Dr 
Mikhail Sangre (Henry Victor, in a role 
intended for Bela Lugosi) has trans- 
formed the natives into zombies ("fugi- 
tives from the undertaker,” as More- 
land comically characterizes the lurch- 
ing crew). What is described as “rites 
of transmigration"—the mad doctor's 
mystical process by which he turns 
people into zombies—turns out to be 
mere hypnosis, and Dr. Sangre’s mo- 
tive for his chicanery is to steal U.S 
secrets about “canal-zone fortifications” 
for his unnamed country. Two years after 
KING OF THE ZOMBIES, when U.S. іп- 
volvement in World War II was in full 
swing, REVENGE OF THE ZOMBIES 
(1943), also starring Mantan Moreland 
and also scripted by Edmond Kelso) re- 
visited the theme of mad doctors and 
zombies working for the Nazis. 

KING OF THE ZOMBIES has the dubi- 
ous distinction of being one of 20 nomi- 
nees for the 1941 Academy Award for 
best music score. Prolific B-movie com- 
poser Edward Kay also wrote music for 
Joe Palooka, Maggie and Jiggs, and 
Bomba the Jungle Boy movies; his 
ZOMBIES score lost the Oscar to Ber- 
nard Herrmann's music for ALL THAT 
MONEY CAN BUY. 


—Jeff Thompson 


A ROOM WITH A VIEW 
BBC Video—$26.99 
MAURICE 
Home Vision Entertainment—$29.95 
Ismail Merchant and James Ivory have 
been successful partners in both film- 
making and life for 40 years. Now two of 
their three E. M. Forster novel adapta- 
tions (the third being 1992's HOWARD'S 
END) have newly arrived on special 
edition DVDs 

Three-time Oscar winner A ROOM 
WITH A VIEW (1985) opens with Lucy 
Honeychurch (Helena Bonham-Carter) 
on a cultural enrichment tour of Eur- 
ope with her cousin, Charlotte Bartlett 
(Maggie Smith). Real life intrudes in Flo- 
rence as Lucy witnesses a violent street 
fight, then receives a passionate kiss in 
а barley field from George Emerson 
(Julian Sands), who is also touring Italy 
with his father (Denholm Elliott). 

Hushing up the scandalous behavior 
of the two, Charlotte rushes Lucy home 
to England and her safe fiancé, insuf- 
ferable twit Cecil Vyse (Daniel Day Lew- 
is). Lucy’s attempt to put Florence be- 
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Truth, Justice, & Тһе American Way 
The Life And Times Of Noel Neill 
The Original Lois Lane 


An Authorized Biography By Larry Thomas Ward 


Limited Edition 
158 pages including 158 Black & White Photographs (Many Rare & Previously Unpublished) 
From The Personal Collection Of Miss Noel Neill. 9" X 12" Softbound. 

ISBN 0-9729466-0-8 


WAY The year 2004 marks the 56th Anniversary of Noel Neill's 
legendary and original screen portrayal of “Lois Lane” from 
TRUTH, JUSTICE, & THE AMERICAN 4 Supe ide. Until now, Noel had resisted all efforts to cooperate in 
+ D TIMES OF NOEL NEW the chronicling of her life and career. This book is the only 
THE LIFE AM IGINAL LOIS LANE authorized biography of this extraordinary actress. 
HE Before Superman, Noel Neill started outas an actual news reporter 
for Women’s Wear Daily. She began her acting career as a singer 
and dancer on the live stage, and after a chance meeting with Bing 
Crosby, was hired to sing with his band at his nightclub in Del Mar, 
California. This friendship led to other nightclub work, eventually 
leading to character roles in over eighty feature films! 
In 1948, after several years with Paramount Pictures, Noel 
landed the role of "Lois Lane" іп the Columbia Pictures movie 
serial, Superman, opposite Kirk Alyn, The enormous success of 
this film necessitated a 1950 sequel. Then the television series 
began with George Reeves, and in seventy-eight episodes, Noel 
Neill set the standard for all "Lois Lanes" yet to come. Her later 
appearance in the 1978 Christopher Reeve feature film made 
her the only actress to appear in this role in all three film genres: 
serials, television, and feature films. 
Truth, Justice, & The American Way is a rare biography 
that offers an exhaustive history of Miss Neill's professional 
actingcareer, coupled with museum-quality photographs, most 
of which are previously unpublished. These photographs go 
as far back as the 1920s and include her work in vaudeville 
and radio as a child, many of her films as a young starlet, 
modeling photographs, all of her Superman work, and 
glimpses of her personal and professional life today. Since 
Noel has given the author exclusive and unconditional access 
to all of her records and documents - and most importantly, 
her memories – something no other writer has acquired, this 


book is not only a one-of-a-kind publication, but a collector's 
item, as well. 


TRUTH, JUSTICE & THE AMERICAN WA! 
QUANTITY: 


PRICE EACH: $24.95 
TOTAL PRICE: 
ADDRESS: 


SHIPPING: 3.00 
CITY, STATE, ZIP: GRAND TOTAL: 
PAYMENT METHOD: 


МЕНЕЕ ЕЕЕЕНЕНЕНЕШЕНЕ 


ISA CUSTOMER SIGNATURE: 


EXPIRATION: 
ГІ American Express 
C Discover. TELEPHONE: ( ) 


SHIP TO: (please print ог type) 
NAME: 


CREDIT CARD ORDERS MAY ВЕ РАХЕ! 
MAKE CHECK PAYABLE & MAIL Т! 


798-8789 OR 
icholas Lawrence Books * 932 Clover Avenue * Canon City, CO 81212 


пе might, during а performance of HAMLET 
Fondon's Lyceum Theatre, a torch carried onstage by 
one of thejeast members set fire o а hanging drape. 
Though the fire was quickly extinguished, the smoky 
odor still reached the audience, causing some theater- 
goers to jump from their seats, Әде шап raced up the 
isle. The Lyceum’s house manager sensing danger 
and fearing а rush for the doors, caught the fellow by 
the throat and with one sweep sent him to the floor. It 
worked; no one else moved. 

The house manager helped the man to his feet and. 
febuked him sternly, saying, “Go back to your seat, 
sir. It's cowards like you who cause death to helpless 
women.” 

Tt was not the first time that a sudden, decisive 
move had shown Bram Stoker's gallantry 

In addition to his house manager duties, Stoker was 
also the confidante and business manager of the lead- 
ing actor of the Victorian era, Sir Henry Irving—the first 
actor to be honored with a knighthood, and the owner 
of the Lyceum. Stoker's heroics were not always “theat~ 
gical"—he was given a medal for fisking his life in ate 
fempting the rescue of a suleide by leaping from a 
‘Thames ferry in assistance. Much of his penchant for 
protecting women—and perhaps а good deal more of 

‘own mature—found its way into Stoker's immortal 
novel Dracula (1897) and the Lord of the Undead's nem- 
esis, Professor Abraham Жап Helsing. In the novel, 
Mina Harker describes Van Helsing as: 


«1-3 man of medium height, strongly built, with 
his shoulders set back over a broad, deep Chest 
and a neck well-balanced on the trunk as the 
head is on the neck: The poise of the head strikes 
опе at once indicative of thought and power; the 
head is noble. К face clean-shaven ... a hard, 
square chin, a large resolute, mobile mouth, a 
good sized nase, rather straight, but with quick, 
Bensitive nostrils . . . The forehead is broad and 
fine, such a forehead that the reddish hair cannot 
Possibly tumble over it . . Big, dark blue eyes are 
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lely apart, and are quick and tender or 
stern with the man’s moods 


Physically, the character is hardly the Van Helsing 
of Universal's classic DRACULA (1931)—Edward Van 
Sloan: Nor does he resemble Peter Cushing in Ham- 
mer's equally classic HORROR OF DRACULA (1958) and 
four sequels. So it should come as no surprise that, in 
his latest incarnation, Professor Abraham Van Hel- 
Sing—renamed Gabriel—was transformed from an ag- 
ing Dutchman into а young, mercenary killer in a 
swirling coat ang Indiana Jones hat. The film was 
VAN HELSING, and Van Helsing was Hugh Jackman. 
Jackman had some tough acts to follow. 


“Life is nothing, 1 heed him not—for if we fail 
and this vampire conquers, it is not mere life 
and death—it is (һай је become as himself, foul 
things ВЕ the night, without heart or con- 
science. But we are face to face with duty. Shall 
we shrink from it—what say you?” 

—DRACULA, THE WAMPIRE PLAY (1924) 


Within Dracula's narrative, Van Helsing wears a 
considerable number of hats. His former pupil, John 
Seward, in lave with the doomed Lucy Westenra, de- 
scribes his mentor as a “philosopher and a metaphys 
cian, and one of the mast advanced scientists of his 
day . . ап iron nerve, indomitable int resolution . . . and 
the Kindest and truest heart that beats.” (One half expects 
Зема to finish with, “And he can cook, too!”) Added to 
Seward ® litany: Van Helsing is a medical doctor (with 
amazing luck at transfusions in the years before blood 
typing) and has а law degree, to boot. Certainly, Stoker 
saw to it that the bloodthirsty count had а worthy 
hero in opposition. By the tale's end) Old Abraham 
has taken on the mantle of father, mentor, sage, shamaty, 
nt. 

Van Helsing Was a composite. Stoker gave the 

character his father's name; then imbued him with 


LEFT It isn't enough that he's caught outside in a downpour without a raincoat, but Frankenstein's Monster 
(Shuler Hensley) also has to be subjected 10 CGI lightning effects in VAN HELSING (2004). RIGHT: Count 


Dracula (Richard Roxburgh) has evil plans for Doc Frankenstein's creation in VAN HELSING. 


volve Abbott and Costello. 


many of his own qualities and values. However, the 
"real" Professor Van Helsing in Stoker's own life 
was—as he refers to him in tribute within the novel's 
pages— "friend Arminius of Beda-Pesth University.” 
This wag Arminius Vambery, professor of Oriental 
languages. Like Van Helsing, who knew “а dozen lan- 
guages ag Well as his own Веги роке 16 languages 
and knew 20. It was after а night with Irving, Stoker, 
friend and fellow author Hall Caine (to whom Dracula 
is dedicated), and Vambery swapping ghost stories at 
dinner following a performance at the Lyceum, that 
the Count started stirring in his crypt, 

Stoker certainly intended Dracula as a possible 
role for Henry Irving—the character being drawn from 
Irving’s performances in such plays as FAUST, THE 
LYONS MAIL, MACBETH, and LOUIS IV—but he was 
doomed to disappointment, At a reading of the play 
arranged at the Lyceum before a paying audience in 
der to ensure а copyright, Irving watched with amuse 
ment from the back of the house. As he stole away, 
someone whispered an inquiry as to his reaction, 
Irving's single word appraisal, “Dreadful!” was heard 
resounding and echoing through the theater. 

When Dracula was finally transformed from the 
novel to the stage, well after Stoker's death, the Tran- 
sylvanian nobleman was no longer an aged ghoul 
with a foul stench, white hair, and hairy palms, but 2 
suave, Вуговје Continental—in other words, Bela Lu- 
gosi. However, Van Helsing didn't change very much in 


nd they don't in- 


the transition to the stage. He was still bright, but 
with a Double-Dutch accent, He was incredibly wise, 
but hi I-timed humor in the novel was not «o 
much 
Before the play came ane of the most famous film 
versions of Dracula NOSFERATU, A SYMPHONY OF 
HORROR (1922), directed by F. W. Murnau. Flore: 
Stoker, feeling threatened by this unlicensed version 
of her late husband's novel, which was now her only 
y and support, got an injunction against the Ger- 
тап Prana Films production, While Max Schreck’s 
characterization of Graf Orlok is still the closest Wie 
sual representation to Stoker's original conception of 
Count Dracula, the сһағабеғ of Van Helsing barely ex- 
ists in the film's Professor Bulwer (John Соном). Bulwer 
is present mainly to offer a lecture on vampiric para- 
s. He remains а [Esser character, not the bold, dy- 
namie Van Helsing of the novel and play 
The author of DRACULA, THE VAMPIRE PLAY 
(1922) was Hamilton Deane. Deane had become a suc- 
cessful actor since his 1899 debut in Henry Irving's 
Vacation Company. He was proficient іп Shakespeare 
ава popular in old English comedies, but it was Dracula 
that intrigued him. He carried a copy af it every where 
Ithad become his favorite book and he was sure that 
Stoker, whom he knew, would fashion а play of it 
himself Yet after that first dramatic reading, nothing 
had come of it. In 1912, when Stoker died, Deane was 
acting im New York. He returned а England in 1918 and 


LEFT: Gabriel Van Helsing (Hugh Jackman) shows off his great big gun to vampire hunting Anna Valerious 
(Kate Beckinsale), RIGHT: Inspired by 1967% THE FEARLESS VAMPIRE KILLERS (which was ins 


1963's KISS OF THE VAMPIRE), Dracu WS a masquerad 


see him in the role of party host. 


Il. No reflect Drac, but Anna 
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ne night, during a performance of HAMLET at 
London's Lyceum Theatre, a torch carried onstage by 
one of the cast members set fire to a hanging drape. 
Though the fire was quickly extinguished, the smoky 
odor still reached the audience, causing some theater- 
goers to jump from their seats. One man raced up the 
aisle. The Lyceum’s house manager, sensing danger 
and fearing a rush for the doors, caught the fellow by 
the throat and with one sweep sent him to the floor. It 
worked; no one else moved. 

Тһе house manager helped the man to his feet and 
rebuked him sternly, saying, "Go back to your seat, 
sir. It's cowards like you who cause death to helpless 
women.” 

It was not the first time that a sudden, decisive 
move had shown Bram Stoker's gallantry 

In addition to his house manager duties, Stoker was 
also the confidante and business manager of the lead- 
ing actor of the Victorian era, Sir Henry Irving—the first 
actor to be honored with a knighthood, and the owner 
of the Lyceum. Stoker's heroics were not always “theat- 
rical"—he was given a medal for risking his life in ак 
tempting the rescue of a suicide by leaping from a 
Thames ferry in assistance. Much of his penchant for 
protecting women—and perhaps a good deal more of 
his own nature—found its way into Stoker's immortal 
novel Dracula (1897) and the Lord of the Undead's nem- 
esis, Professor Abraham Van Helsing. In the novel, 
Mina Harker describes Van Helsing as: 


“... a man of medium height, strongly built, with 


his shoulders set back over a broad, deep chest 
and a neck well-balanced on the trunk as the 
head is on the neck. The poise of the head strikes 
one at once indicative of thought and power; the 
head is noble . . . the face clean-shaven... a hard, 
square chin, a large resolute, mobile mouth, a 
good sized nose, rather straight, but with quick, 
Sensitive nostrils . . . The forehead is broad and 
fine, such a forehead that the reddish hair cannot 
possibly tumble over it. . . Big, dark blue eyes are 
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set widely apart, and are quick and lender or 
stern with the man's moods." 


Physically, the character is hardly the Van Helsing 
of Uniyersal's classic DRACULA (1931)—Edward Van 
Sloan. Nor does he resemble Peter Cushing in Ham- 
mer's equally classic HORROR OF DRACULA (1958) and 
four sequels. So it should come as no surprise that, in 
his latest incarnation, Professor Abraham Van Hel- 
sing—renamed Gabriel—was transformed from an ag- 
ing Dutchman into a young, mercenary killer in a 
swirling coat and Indiana Jones hat. The film was 
VAN HELSING, and Van Helsing was Hugh Jackman. 
Jackman had some tough acts to follow. 


"Life is nothing, I heed him not—for if we fail 
and this vampire conquers, it is not mere life 
and death—it is that we become as himself, foul 
things of the night, without heart or con- 
science. But we are face to face with duty. Shall 
we shrink from it—what say you?” 

—DRACULA, THE VAMPIRE PLAY (1924) 


Within Dracula’s narrative, Van Helsing wears a 
considerable number of hats. His former pupil, John 
Seward, in love with the doomed Lucy Westenra, de- 
scribes his mentor as a “philosopher and a metaphysi- 
cian, and one of the most advanced scientists of his 
day an iron nerve, indomitable in resolution . . . and 
the kindest and truest heart that beats.” (One half expects 
Seward to finish with, “And he can cook, too!”) Added to 
Seward’s litany: Van Helsing is a medical doctor (with 
amazing luck at transfusions in the years before blood 
typing) and has a law degree, to boot. Certainly, Stoker 
saw to it that the bloodthirsty count had a worthy 
hero in opposition. By the tale’s end, Old Abraham 
has taken on the mantle of father, mentor, sage, shaman, 
and—almost—saint. 

Van Helsing was a composite. Stoker gave the 
character his father's name, then imbued him with 


LEFT: It isn't enough that he's caught outside іп a downpour without a raincoat, but Frankenstein's Monster 
(Shuler Hensley) also has to be subje to CGI lightning effects in VAN HELSING (2004). RIGHT: Count 
Dracula (Richard Roxburgh) has evil рѓа! or Doc Frankenstein's creation in VAN HELSING, and they don't in- 
volve Abbott and Costello. - Ж 


many of his own qualities and values. However, the the transition to th 
“real” Professor Van Helsing in Stoker's own life with a Double-Dut 
was—as he refers to im in tribute within the novel's but his rather Ш-Е 
pages—“friend Ат of Beda-Pesth University.” — much in evider $ - 
This m vr rofessor of Oriental ore the p y came | e of the most famous film 
languages. Like Van Helsi lo knew "a dozen lan- versions of Dracula—NOSFERA TU, A SYMPHONY OF 
guages as well as his own," Vai ke 16 languages HORROR (1922), directed by F. W. Murnau. Florence 
and knew 20. It was after a night with Irving, Stoker, Stoker, feeling threatened by this icensed version 
friend and fellow author Hall Caine (to whom Dracula of her late husband's novel, whi j now her only 
is dedicated), and Vambery swapping ghos at annuity and support, got an inj 
dinner following a performance at the Salis. Films production. ax Schr 
the Count started stirring in his crypt. characterization of Graf Orlok is still the closes! 
Stoker certainly intended Dracula as a possible sual representation to Stoker's original conception 6 
role for Henry Irving—the character being drawn from Count Dracula, the character of Van Helsing barely ex- 
Irving's performances in such plays as FAUST, THE ists in the film's Profes wer (John Gottowt). Bulwer 
LYONS MAIL, MACBETH, and LOUIS IV—but he was із present mainly ti er a lecture on уашрігіс para- 
doomed to disaj ntment. Аға s of the Play sites. He remains 
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LEFT: Gabriel Van Helsing (Hugh Jackman) shows off his atm EUR to vampire ЖИШШ бла Valerious 
(Kate Beckinsale), RIGHT: Inspired by 19675 THE FEARLESS VAMPIRE KILLERS (which was inspired by 
19635 KISS OF THE VAMPIRE), Dracula throws a masquerade ball. No reflection оп Drac, but Anna just can't 
see him in the role of party host. - & ж 


: wd the Ger- 


In Universal's DRACULA (1931), Dr. АРК Van Не! 


into revealing his undead condition by opening a mirrored cigarette box and 


ng (Edward Van Sloan) and Count Dracula (Bela 
Lugosi) have two classic confrontations. In the first (BELOW LEFT), Van Helsing tricks the sinister nobleman 


roving that vampires hate filter 


ој In the second (ABOVE, LEFT to RIGHT), Dracula attempts to gain hypnotic control of the vampire hunter, 


I—thanks to a crucifix—fails. 


began his own theatrical герегіогу company. The Widow 
Stoker, meanwhile, was anxious after suppressing the 
renegade NOSFERATU and liked the idea of having an 
authorized dramatization to use in her wranglings. She 
gave her consent to have Dracula adapted to the stage, 
and Deane fashioned a stage version that was playable on 
tour throughout the British Provinces. 

Convinced that a London opening would be met with 
negative reviews that might mar the piece's ulility on 
the road, Deane had scaled back much of the work's 
larger events—for instance, Harker's initial adventures 
in the wilds of Transylvania and the race to get back to 
Dracula's castle in the latter part of the book—in order to 


make it suitable for touring. Pleased with the results, 


Deane had originally intended to play Dracula himself 
(rather a small role, actually, for a title character) and 
relax a bit from his headliner duties in his acting com- 
pany. The play was being put up quickly, though, and 
Deane—already familiar with the dialogue and with 
time at a premium—took on the Van Helsing role himself. 
Late in life, Deane finally got to play Dracula and, at a 
special performance, was greeted ai the curtain call by 
Bela Lugosi himself, who had by that time earned inter- 
national recognition in the role. 

DRACULA, THE VAMPIRE PLAY opened at the Grand 
Theatre, Derby, in 1924. After successfully stumping 
about the provinces, it opened its West End engagement at 
Little Theatre, London, in 1927. Dracula, the caped one, 
had invaded London at last. 

e 


"You ask how the Vampire King, during the 
hours of the night, the hours that are his, comes 
and goes? As the wind, my friend, as he pleases.” 

—DRACULA, THE VAMPIRE PLAY (1927) 


When Hamilton Deane's rather provincial and over- 
written prose was transformed into a much sleeker ver- 
sion of Dracula by playwright John Balderston for pro- 
ducer Horace Liverwright's American production, the 
role of Van Helsing was offered to Edward Van Sloan 
(1881-1964), whom Liverwright had seen playing an 
Austrian psychiatrist in Hans Werfel’s play SHWEIGER 
(1926). David J. Skal, DRACULA’s preeminent historian, 
quotes a San Francisco Chronicle interview with Van Sloan 
from 1932 in his well-annotated 1993 edition of the 
Deane/Balderston play. Said Van Sloan: “I had been in 
five plays, none of which had lasted more than three 
weeks. I went into DRACULA, figuring it would at least 
buy cakes and ale for a fortnight. I proceeded to play it 
for 22 months, as DRACULA romped merrily through 
colossal runs in New York, Philadelphia, Chicago, and 
out to the coast.” 

In the Balderston adaptation of Deane’s play, Van 
Helsing is described as a brisk-walking man of “me- 
dium height in the early fifties, with clean-shaven, as- 
tute face, shaggy grey eyebrows and a mass of grey hair 
which is brushed backward showing a high forehead. 
Dark piercing eyes set far apart; nervous, alert manner; 
an air of resolution, clearly a man of resourceful action, 
incisive speech, always to the point; raps his words 
out sharply and quickly." Balderston might just as well 
have been describing Abraham Stoker, Bram's father, 
but italso suits Van Sloan. 

In the 1931 Universal film version directed by Tod 
Browning, Van Sloan (along with Herbert Bunston as Dr. 
Seward, now Lucy's father instead of gentleman caller) 
was retained from the Broadway run—and, after some 


Span 
the night. LEFT: A subplot of the Spanish 


h-language DRACULA (1931)—considered directorially superior by many film critics—i 


Jniversal lot during the day, George Melford's 
med through 


Im not shared by the Browning version concerns the secret desire 
of Renfield (Pablo Alvarez Rubio) to make it big in show b 


. Here, he performs his celebrated Jolson im- 


pression for Dr. Seward (José Soriano Viosca), Dr. Van Helsing (Eduardo Arozamena), and Martin (Manuel 
Arb6). RIGHT: Renfield sings “The Bat That Got Away,” complete with Judy Garland gestures. Van Helsing 


The hair is flat and parted. The dynamism of his actions 
have been replaced by pronouncements uttered in а calm 
manner with none of the verve—some might say overact- 
ing—he displayed in the original incarnation. (Van Sloan 
thought his performance hammy in DRACULA.) Though 
quiet and restrained, Van Sloan is still effective, and his 
cry that a friend (Kruger as Dr. Jeffrey Garth) is “going to 
his death” remains one of the film’s highlights. 

This was the last moviegoers saw of Van Helsing 
for awhile. The professor was heard, though, in a splen- 
did adaptation of Stoker’s novel by—and starring— 
Orson Welles, who portrayed both Dracula and Dr. 
Seward in the first radio broadcast of the MERCURY 
THEATRE OF THE AIR (1938). Van Helsing had the 
voice of Martin Gable, who many years later portrayed 
another memorable Victorian professor—James Moriar- 
ty—in the Broadway musical BAKER STREET (1965). 

While Van Helsing was taking a much-needed holi- 
day, other vampire hunters kept the torch burning and 


and Dr. Seward realize that the clever bloodsucker was simply stringing Renfield along. 


the stakes sharp. The B Team included Professor Laszlo 
(1. Edward Bromberg) in SON OF DRACULA (1943), D 
Lloyd Clayton (George Zucco) in DEAD MEN WALK 
(1943), Lady Jane Ainsley (Frieda Inescort) in THE RETURN 
OF THE VAMPIRE (1944), and John Meyerman (John Wen- 
graf) in THE RETURN OF DRACULA (1958). Even The Wolf 
Man himself—Larry Talbot (Lon Chaney Jr.)—fought the 
Vampire King, alongside Dr. Franz Edelman (Onslow 
Stevens) in HOUSE OF DRACULA (1945) and helped 
and hindered by Chick Young (Bud Abbott) and W 
bur Gray (Lou Costello) in the classic ABBOTT AND 
COSTELLO MEET FRANKENSTEIN (1948). 

Some 22 years following DRACULA’S DAUGHTER, 
Van Helsing experienced a cinematic rebirth in the 
Hammer Films production, DRACULA (1958), released 
in the United States as HORROR OF DRACULA, Van Hel- 
sing would find one of his most satisfying personifica- 
tions in that “gentle man of horror’—Peter Cushing. 


Continued on page 38 


LEFT: HORROR OF DRACULA (1958) helped raise a small British company named Hammer to a level of hor- 
ror movie immortality matched only by the much larger Universal Pictures. Peter Cushing (pictured with 
Michael Gough, Melissa Stribling, and Olga Dickie) became the Van Helsing for a new generation of fans. 
RIGHT: Sporting the latest in batsuits, Dracula (Gary Oldman) confronts Jonathan Harker (Keanu Reeves), 
Professor Van Helsing (Anthony Hopkins), Quincey P. Morris (Bill Campbell), and Lord Arthur Holmwood 
(Cary Elwes) in BRAM STOKER'S DRACULA (1992). It wasn't Bram Stoker's Dracula 
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Г, the beginning, it must һауе seemed 
an inspiration to have Steven Som- 
mers work his MUMMY (1999) magic 
and get all the gang of ghoulies to- 
gether—Dracula, Frankenstein's Mon- 
ster, The Wolf Man—for a good old- 
fashioned monster rally. Instead of 
having them meet Abbott and Costello, 
the film would feature two attractive 
young actors on the rise—interna- 
tional star of stage and screen Hugh 
Jackman and the lovely Kate Beckin- 
sale. Throw one of the largest bud- 
gets ever for a horror film into the 
mix to provide cutting-edge CGI spe- 
cial effects from Industrial Light and 
Magic and the expertise of Greg Can- 
nom's classy monster creations and 
voila—a new franchise-worthy project 
that will spin off action figures, video 
collections, video games, a new ride 
for Universal Theme Parks, a TV se- 
ries, an animated short subject, and 
the obligatory sequel. Dress it up for 
the big summer popcorn movie. 
Who needs a script? We have a con- 
cept! James Bond Meets the Monsters. 
Somehow, someway, a great many 
executives gave this a green light. 
There are facets to VAN HELSING 
that deserve praise. The wonders of 


CGI continue to improve and, if the 


Ising 


by Farnham Scott 


characters generated have no more re- 
ality to them then a video game, the 
vistas and set designs are truly excel- 
lent, Allan Daviau's photography and 
the production design Бу Alan Cameron. 
are top-notch and evocative of classics 
from horrors past. The talented cast 
includes Shuler Hensley as the Franken- 
stein Monster (referred to at leastonce 
as “Frankenstein”). Will Kemp brings 
his dancer's grace to the role of The 
Wolf Man. It is insufficient, though. 

Perhaps the most grievous error is 
the insistence on nonstop action over 
horror. There's never a moment of 
suspense or quiet fear or anticipation, 
let alone time for pathos. After an im- 
pressive black-and-white homage to the 
horror films of Universal's past, we are 
suddenly thrown into what appears to 
be VAN HELSING MEETS THE HULK. 
There is little of actor Robbie Coltrane in 
the humongous character of Mr. Hyde. 
For that matter, Hyde might just as 
well be the Hunchback of Notre Dame, 
since that’s where Van Helsing en- 
counters him. It’s a cartoon encounter, 
more Tex Avery than James Whale, Soon, 
we're deep into “butt-crack” gags and 
James Bondian music cues, and апу 
thought ofa genuine horror film flies 
out the window. The whole shebang 
goes rollicking along with senseless 
exposition and mindless special effects 
sequences that go on for what seems 
forever. Eventually, not even the cheesi- 
ness of it all is funny anymore. 

With no script to speak of, the ac- 
tors look lost in a project that really 
doesn't need them at all. Nothing is 
ever learned of Gabriel (not Abraham) 
Van Helsing's past except some hug- 
ger-mugger about “Masada” and his 
perhaps being “Gabriel, the Left Hand 
of God." Richard Roxburgh's Dracula 
(featuring perhaps the most annoying 
coiffure since Basil Rathbone's eccen- 
tric ‘do in the Sherlock Holmes series) 
has some sort of plan for giving life to 
his bloodbag vampire babies, but 
whatever information he offers about 
them is lost in the actor's ranting, 
hothouse performance. There's no 
logic to many of the characters. We 
have an Igor (Kevin J. O'Connor) who 
is not a monster, but clearly not hu- 
man, either. There are bunches of Vic- 
torian Ewoks running about for no 
apparent reason. There is an evocation 
of Warren Publications’ Uncle Creepy 
called Top Hat (Tom Fisher)—who 
enables the шр for по apparent 
reason. The Brides of Dracula (Elena 
Anaya, Sylvia Colloca, and Josie Maran) 
give birth to little gargoyles for no 
apparent reason. The Monster has what 
appears to be a Kryptonite heart, like 
Metallo. While Hensley is able to make 


: What Went Wrong? 


atleast something of the Monster, he 
has no one with whom to connect. 
All the characters—including nor- 
mal human beings—take íalls that 
would kill normal human beings. 
VAN HELSING mounts up into a 
hodgepodge of cliche and meaning- 
less action that finally stupefies. 

бо we wind up with a project that 
evokes the classic monsters but does- 
n't want to be a horror film—just an- 
other roller coaster ride for those who 
think such rides are all descent and 
no suspenseful buildup. It doesn't 
please the old fans and it doesn't 
encourage the new ones to be really 
frightened and enjoy what made these 
characters classic in the first place. It 
is that nonentity entertainment of the 
new millennium—a proposed fran- 
chise for product with no story to ig- 
nite the imagination, something to 
occupy the time, but not to thrill or 
frighten. It’s the cinematic equivalent 
of a Chinese takeout dinner. 

VAN HELSING has made enough 
money to perhaps warrant its se- 
quel—though, mercifully, the TV se- 
ries has been scrapped. Hopefully, 
Hugh Jackman will find better things 
to do instead. 


VAN HELSING 
Continued from 
page 36 


"Try and understand 
it's only a shell pos- 
sessed and corrupted 
by the evil of Drac- 
ula. To liberate her 
soul and give her 
eternal peace, we 
M must destroy that 
shell for all time. 
Believe me, there 
is no other way." 
—HORROR 
OF DRACULA 
(1958) 


The Studio That 
Dripped Blood first 
saw life in 1934 as 
Hammer Produc- 
tions, one of many 
business interests 
of William Hinds, 
known to British music hall patrons as Will Hammer. 
The first Hammer film—a parody of THE PRIVATE LIFE 
OF HENRY VIII (1933)—was the somewhat unimag- 
inatively titled THE PUBLIC LIFE OF HENRY THE 
NINTH (1935), starring Leonard Henry. Hinds/Hammer 
soon joined forces with entrepreneur Enrique Carreras 
to create a film distribution company called Exclusive 
Films Limited, but Hammer Productions continued to 
churn out films, including THE MYSTERY OF THE MARY 
CELESTE (1935), a melodrama starring none other 
than Bela Lugosi. By the end of 1936, though, Hammer. 
had ceased production and was absorbed by Exclusive. 

James Carreras (Enrique's son) signed on with Ex- 
clusive in 1938 and was joined by Anthony Hinds (Will's 
son) the following year. James’ son Michael was added to 
the mix in 1945, and Exclusive began producing its 
own films the following year. Hammer Productions— 
now called Hammer Film Productions Limited—was 
reborn in 1949. The company made a stab at Jack the 
Ripper with ROOM TO LET (1950), then joined the 
science-fiction bandwagon with FOUR SIDED TRI- 
ANGLE and SPACEWAYS (both 1953). The two sci-fiers 
were directed by Terence Fisher, soon to become a piv- 
otal figure in the studio’s success. Nevertheless, i 
was THE QUATERMASS XPERIMENT (1955, aka THE 
CREEPING UNKNOWN) and QUATERMASS 2 (1957, 
aka ENEMY FROM SPACE) that Hammered it home 
and led directly to THE CURSE OF FRANKENSTEIN 
(1957) and HORROR OF DRACULA (1958). 

Hammer had looked to American stars for its 
early productions—Barbara Payton for FOUR SIDED 
TRIANGLE, Howard Duff for SPACEWAYS, and Brian 
Donlevy for the two Quatermass pictures. For its ini 
tial excursions into Gothic territory, however, it 
turned to British television. 

“James Carreras thought, ‘Now, if someone popu- 
lar on television is in a film, we might be able to pull 
а few people into our seats," recalled Peter Cushing 
іп a 1993 interview with Scarlet Street. “They had been 
on to my agent for many, many years to see if I would do 
a film, but I couldn't because I had to keep on doing 
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TOP LEFT: Dr. Van Helsing (Peter Cushing) uses a crucifix to hold the 
vampirized Lucy (Carol Marsh) at bay in HORROR OF DRACULA, Hammer's 
first foray into Stoker territory. BELOW LEFT: By the time Van Helsing con- 
fronted Drac in THE SATANIC RITES OF DRACULA, he'd augmented the 
crucifix with a pistol. Hey, why takes chances? 


television; I couldn't do a film until a break came. And 
when the break came, I read in the trade paper that Ham- 
mer was going to do a remake of FRANKENSTEIN. I 
remembered, of course, seeing the original with Boris 
Karloff and Colin Clive, and I rang up my agent and 
said, ‘Look, that was a jolly good film; do you think 
they'd consider me for Frankenstein?’ And that's how 
that connection started. І did THE CURSE OF FRANKEN- 
STEIN and it paid for itself within a week of its show- 
ing; all the profits of that went into making DRACULA, 
and that again made an enormous profit! So this snow- 
ball started to roll and roll and roll, and went on rolling 
for—what, 10 or 15 years? And Hammer became an in- 
ternationally famous company, a multimillion-dollar 
company—and, of course, Christopher Lee and I were put 
on the map, both nationally and internationally!” 

So successful was THE CURSE OF FRANKEN- 
STEIN that American movie studios came running 
with offers to distribute new Hammer horrors in the 
States. Universal’s deal was particularly attractive, 
giving Hammer the rights to their trademark charac- 
ters of Kharis the Mummy, The Wolf Man, and Count 
Dracula. Kharis would make it to the screen in THE 
MUMMY (1959). The Wolf Man would step aside to 
make room for a film version of Guy Endore’s novel 
The Werewolf of Paris (1934), retitled THE CURSE OF 
THE WEREWOLF (1961). The Vampire King beat them 
both to the screen and turned Hammer's Franken- 
steinian success into a phenomenon. All four produc- 
tions—FRANKENSTEIN, DRACULA, MUMMY, WERE- 
WOLF—were directed by Terence Fisher. 

Before turning his hand to Frankenstein and Dracula, 
Fisher had helmed a number of critically acclaimed 
films, including THE ASTONISHED HEART (1949) and 
SO LONG AT THE FAIR (1950), the former based on a 
Noel Coward play, the latter a Hitchcockian thriller 
based.on a true story. The first Hammer Gothics set the 
tone for the remainder of Fisher's career, though, and 
when he died in 1980 at age 76 he had among his creepy 
credits THE HOUND OF THE BASKERVILLES (1959), 
THE MAN WHO COULD CHEAT DEATH (1959), THE 
BRIDES OF DRACULA (1960), THE PHANTOM OF THE 
OPERA (1962), DRACULA—PRINCE OF DARKNESS 
(1966), THE DEVIL RIDES OUT (1968), and FRANKEN- 
STEIN MUST BE DESTROYED (1969). Fisher's direc- 
torial approach (layering his shots so that action ос- 
curred simultaneously at the points nearest to and 
farthest from the camera), coupled with the screen- 
writing skills of Jimmy Sangster, John Gilling, and 
Anthony Hinds (often credited as John Elder), virtu- 
ally recreated the fright film and placed this small 
British company on an equal footing in horror his- 
tory with Universal. Gone forever was the slow, sten- 
torian pace of previous Draculas. Hammer's Vampire 
King had fangs and he knew how to use them. 

“Hammer did it awfully well with DRACULA,” 
opined Peter Cushing, “when Christopher Lee came 
on, the perfect gentleman, giving the chap dinner, and 
saying, ‘If there’s anything you want, let me know.’ 
And then a few shots later, suddenly he appeared as 
one of the girls was having a go at John Van Eyssen, 
and old Dracula came in and was rather cross. He was 
quite terrifying, the way he came in there like a 
steam train. Christopher gave it such a physical pres- 
ence, yes? A physical presence which was attractive 


Continued on page 69 
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by Forrest] Ackerman. 


Van Helsings One and Two 


For me there was really only one 
Van Helsing and that was dear old 
Edward Van Sloan, whom I met 
in his smallapartment in San Fran- 
cisco in the last days of his life 

He could not understand why ev- 
eryone seemed to remember him 
only for his roles in DRACULA and 
FRANKENSTEIN. He told me he'd 
had leading roles in scores of hits 
on the Broadway stage, but people 
seemed to only want to talk to him 
about Bela Lugosi and Boris Kar- 
loff. They wanted him to appear оп 
television, but though the TV sta- 
tion was only a 
block away, the 
dear man was not 
capable of walk- 
ing even that short 
distance. 

These days at 
conventions I re- 
enact a scene from 
FRANKENSTEIN, BT 
myself playing the ШЕСІ 
part of Colin Clive а 
and I invite some- 
one from the au- 
dience, preferably 
a real live doctor, 
to portray Edward 
Van Sloan as Dr. 
Waldman. The fan 
from the audience 


atre 


immortal line of 
dialogue, "And you really believe 
you can bring life to the dead?" 

As for the other Van Helsing, 
Peter Cushing, I was on television 
with him one night in New York 
until 2:30 in the morning. On the 
TOMORROW show with Tom Sny- 
der, he reminisced about his role in 
the Hammer Dracula films, among 
other things. Like Karloff, he didn't 
object at all to being typecast in a 
role that made him famous. 

I imagine the two Van Helsings in 
the Great Beyond are looking down 
with interest on their latest filmic 
incarnation—Hugh Jackman. 


Getting Around 
I have been very busy recently 
with a reunion with Ray Bradbury 
and Ray Harryhausen at Clifton’s 
cafeteria in LA, where in 1937 we 
first met and attended the weekly 
meetings of what originally was 
known as Chapter #4 of the Sci- 
ence Fiction League. Today, some 
3,000 meetings later, the weekly 
meetings continue with a group 
that morphed into the Los Angeles 


pays a visit to the Science F 
speaks Van Sloan’s tion Museum and Hall of Fame. 


Science Fantasy Society. I have done 
my 105th and 106th movie came 
respectively in SPACE NINJA, 
which I play a high-powered evil 
executive (emoting against my 
first “green-screen”), and іп SERGI 
OF POWER, in which I am seen 
an unfortunate pedestrian on a 
sidewalk, who falls afoul of the 
leading comic book-type character. 
I was fortunate to be present 
opening night to see Ray Bra 
bury's new play adapted from h 
work LET'S ALL KILL CON- 
STANCE, sitting in the front row 
with playwright Bradbury and our 
mutual buddy, 
animator Ray Har- 
| ryhausen. The 
production, by 
| far the best of 
Bradbury's plays 
to date, featur 
none other than 
the Tall Man—An- 
gus Scrimm, star 
Jof the PHAN- 
TASM series 

I was present 
ata Dark Delica- 
cies book signing 
event for Ray 
Harryhausen and 
his fabulous new 
book, An Animated 
Life. Wow! Just 
back from Las Ve- 
gas (haven't been 
there since my cameo in VAM- 
PIRELLA a number of years ago) 
Was invited to see Famous Mon- 
sters of Filmland fans Penn & Teller 
at their terrific show in the Samba 
Room at the Rio Casino. Went back- 
slage and was invited to Penn's 
famous and weird house, where a 
handful of us were treated to a 
rough-cut of a hilarious new 
documentary that Penn is pro- 
ducing, called THE ARISTOCRATS. 
In it, every comedian known to 
humanity talks about and tells the 
single vilest, raunchiest, most of- 
fensive joke ever delivered. T got a 
laugh myself when, as the credi 
rolled, I asked if Penn would con- 
sider me when casting the sequel! 
Could it be Cameo #107? 

At the June Monster Bash in But- 
ler, Pennsylvania, I gave Scarlet 
Street а hand—literally. I presented 
Richard Valley and Tom Amorosi 
with one of the 2003 4E Awards—a 
recreation of my hand wearing 
the original Dracula ring—but that's 
a story for next issue. 
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Double Gfaaturees 


All releases available in DVD or VHS Want our catalog? It's free! Call us at 541-773-6860 

THEY ARE BACK! We've got another brand new baich of nostalgic Drive-in Double Features! So turn your couch into a car seal and 

load up with of popcorn, hot dogs, and soda--i's drive-in movie ите again! We've got 10 new dynamite drive-in double bills. As 

always, our double features give you two full length movies, along with those unforgettable 

drive-in intermissions: snack bar ads, countdowns, promotional plugs, previews of 
coming atroctons „Го eveything that used fo make going o the drive-in so 

much fun! 


7-4, ORDERING IN VHS? ALL TAPES RECORDED AT SP MODE! You get 
93 Ss both movies, the snack bar ads, the trailers, everything recorded 
1 ~> from start to finish in the SP mode.So grab your favorite gal or guy 
FZ and kick back on the couch for a nostalgie “date at he drvein 

ifs а baby-boomer nostolgic-ridden delight! And remember, 

SUPPORT YOU LOCAL DRIVE-IN! 


“ес 


(Ф 1 Рене speciy tem number when ordering 
2. Allow 25 weeks for delivery. 
S: Foreign residents, please add appropriate extra postage 


I checks and money orders payable to: 
SINISTER CINEMA | 


P.O. Box 4363, Dept, S, Medford, OR 37501-0168 


www sinistercinema.com 
DRIVE-IN COMBO #119 


To place an order or tor more information, 
(DVD tem #D1-1190, VHS item 20-119" 


alt: 541/773-6860 ах: 541/779-8650 
THE RISK (1559) Peter Cushing, Tony Briton, Thorey Waters, 
Donal Pleasence, lan Bannen: The Risk is a great move, a fine bland ot 
mecical эсе! and espionage. Cushing heads а research lab that has 
Created a new super vrus That cures Buoone plague Unfortunatly he 
government kels I could be uted as а horrble perm-wartare weapon. 
Cushing and his нат are outraged when Briishintetigence brits them to 
рал ther work. Wit they publish anyway, or уме R to another 
Government? This great trier has fne perlormances, Walters great as 
{he bumbing, yet siy head of Bish Inteligence Pleasence в the seedy 
gesbetween who Les scientist rtion iio handng ever the secreta othe 
‘rus to arother power, and Banner is тес as the paraplegic who. 
anges the exchange. A memorable fim. High recommended. 16mm 
ESCAPEMENT (1957) Rod Cameron, Мау Murphy, Merecth 
wards, eter Iling. А mad scientist conducts weird experiments on 
‘people win а mind aterng electron bran machine. Temi ream 
sequences art the highlight of hia алкап scifi movie. There ara also 
some very unusual lab scenes, Interesing scii. 16mm. 


(Sorry, avaiable спу in NTSC) 
| 4L Mit $4.0 service charge on all orders rot pid with check or money orders. 


5. 1f you are ordering VHS, titles followed by an asterisk (°) have optional, 
colar custom bores available at a charge of 50 cents per title. 


DVD or VHS? 


If you are purchasing a new Sinister Cinema 
DVD or VHS title 


PLEASE READ THIS! 


Sinister Cinema's new DVD relaasas are high quality DVD-R. 
digital recordings, DVD-R discs are compatible in most rewer| 
DVD players Virtually а! ure DVD players тот majr| 
companes (Sony, Panasonie, Pioneer, stc) wil be DVD-R 
compatible Most curent DVD players are DVD-R compatible 
even hough DVD-R ig not aways № 

sompativity cherts_io_their owner's manuals you we 
insure f your current DVD player s DVD-R compatible, зтру 
фо to the folowng webste for a comprehensive ізі of most 
Current end older DVD players and tha model numbers 


http:/Iwww.toddvideo.com/dvd, compatible.htmi 


FROM THE SUN 
COME THE 

j FIRE-PEOPLE, 
TO INCINERATE 
ALL MANKIND! 


IMPORTANT: Since әй ol the titles in this ad are also 
avaible from Sinister Cinema in the VS format, please use 
the appropriate DVD or VHS ITEM NUMBERS when you 
are ordering. 
Beautful olor custom packaging comes FREE win ай new 
ordering in VHS, 


Sinister Cinema DVO relos 
а choice between our color custo 

stom generi: sleeves. Pleas: 
note that there is an exta SD-cents per ttle 


DRIVE-IN COMBO #116 


(DVD ttem 401-1160, VHS tem 21-176)" 
WEREWOLF OF WASHINGTON (1973) Dean Stockwell Bit 
McGure, jane House, Michael Dum. An old fashioned, schbcky grade 8. 

жегенді movie! The Presidents press secretary (Slockvel is on a rip 
rough Hungary when he's btan by a werewol He goes back to D.C 
and wreaks havoc in the nation's capital Ore teme scene has him 
‘tacking а woman in an overturned phone tooth. Anotner scene nas nim. 
locking hinge in а White House bathroom fo keep away коп the 


ӨШІП REYER 
ШТАТЫ 


DRIVE-IN COMBO #118 


(DVD item 401-1160, VHS tem 4DI-1 18)" 
SCREAM OF THE DEMON LOVER (1071) Jeffrey Chase, 


Presidents daughler wie he's transforming. The сита is great! This 
елеуші chile realy pays homage to The Wolf Man. “Whoever is biten 
y a werewol and нее, becomes a werewot пітве" Stockwell sees the 
ign dí the pentagram h the paims of his soondo-be victims The makeup 
‘and transformation scenes are quie good. Color, 16mm 

THE CREMATORS |1972) Marvin Howard, Maria DI Aragon, Eric 
Alon A scientist doing research rear a renate рап of he Great Lakes 
region daccvers а seres of bizarre droplets hat seen to have а Ме of ther 
(own and are п some way connected lo a gigante: energy monster that 
luks n the waters below. Soor bodies are found that have been 
icrersted rio naat plas c ashes Cole, Imm S128 


(DVD item #01-1170, VHS йет #01117) 

HERCULES AND THE PRINCESS OF TROY (1965) Gordon 
Scot Pad Sievers, One of he best spectacle lime we ofer—realy 
Stott s very good ss Hercues n ths wonderful color fantasy. A giant sea 
dragon must be fed а регии temale vegin from time to ime, oterwse £ 
Wi wreak hevce upon an ancient Greek eey When те ocalwariors are 
"rabie to kil the beast, Hercules steps up tothe plate Originally intended 
эта TV piot, tut syndicated as a shor eate instead. Color, 18mm 

FURY OF ACHILLES (1962) Gordon Michel, Jacques Bergerac, 
Goria Miland. The epi: story of Troy. Achilles, who italy resists the 
idea 0 leading an attack on the tortie сау, eventuaty leads he Greeks о. 
“Жану over the таа Trojans. This is а fina reeling ofthe legendary 
story wen many great action scenes. Michel ia especialy good n what 
тау wel be ha best fin Recommended. Colo, fom Tómm. 


Jennifer Harvey, Agostno Beli. A ideusl disigured killer (who gets 
uglier every МІ moon) егелген a vilage. Meanwhie, а безл woman 


эга a sirange baron conduct experiments е shew fna matier can never be 
destroyed. Whats tne connecton? A fne, oten neglected European 
hier hat youll watch more than once. Uncut, rated “Н.” Color, тт 

DR. ORLOF'S INVISIBLE HORROR (1270) Howard Veren, 
Brigite Сача, Fernando Sancho, Direced by Jess Franco. А young 
dector arrives at Ine caste of Dr. Oro. He encounters а deranged woman 
жле світи Vo be terrorzed by an sible эре! ie sha really deranged, 
though? Be advised: this Euro-chiler has а iot of rudy, plus a rape scene 
involving Ре rvisitie пре. Qute atnosphenc. Сою, 36mm 


ataj 
ıw COLORSCOP! 


DRIVE-IN COMBO #120 


(DVD item #01-120D, VHS Пет #01120) 

JOURNEY TO THE LOST CITY (1958) Debr 
Chitin, Water Rayer, dvected by Fritz Lang. Debra 4 

ру an evilmaharajah. А daring adventurer rescues her, They tace 

many peria, including snares, эдеп, lepers, and elephants, Ап nierestrg 
2éverture thriler fom master drecior Lang Debra's arte dancing а qute 
enticing. Recommended Color, 18mm 

BLACK SUNDAY (1960) Barbara Steele Jonn Richardson 
Consisered by many to be опе of the greatest horro fim ever таба An 
ancient wich and her hideous servant come bark from the grave o URI an 
ancient curse. Highly atmosphere. Tha fin ipunched Sreem as а пого 
siar. PLEASE NOTE: Our edtion s the Brlih version that contains 
‘daira footage, a diferent voce and өлесіз Yack, and boasts he 
igna Malan music score. Highly recommended. Imm 


40 SCARLET STREET 


DRIVE-IN COMBO #121 


{OVD item #01-121D, VAS tem #0121)" 
THE MUMMY'S REVENGE (1973) Pau ахау, Jack Taye, 
Mara Siva. Helga Line. An avi pharaoh and nia ажеп slash te teats of 
Young pris ard sink Dei toad. They ме mummies aiva for тег nay 
Шума Your iter a ierat tute bee tomb. Chie acon BISA 
Pau real да wrapped up ба perormance in tha fim. Color, 6m. 
VENGEANCE OF THE ZOMBIES (1972) Pau навсту, ve 
Winner. This в ore ofthe more graphic and brutal of he Paul Naschy 
Tena lo come out f the 701. А rien woman has понт Irwin she 
eot her ande hoy туза. Soon Baga o happen f reale. 
She cacoven herfamiy ected an arcent curse. Раша ме aliunde 
f werd end yuevome тотона end zombie ries. Col, rm 1 


DRIVE-IN COMBO #122 


(DVD item #D1-122D, VHS tem #01122)" 

BELL FROM HELL (1970) Viveca падот. Renaud Varley, Afrede 
Маут Ater being lockad awey for years, a man comes back to sek hit 
baare revenge on his aunt and her es daughters who had hin falsely 
maltziorakzed as a peycho. He begins o play macabre jokes on hem 
‘Tings до awry though when the man ends up being ted by the neck а 
Dell tower горе. Ater the Inaugural rng othe bei пе next сау, Ifinga take 
| hor lum fr the worse. Tha ia a дови Euro-norror chile іші al fans 
(tthe sub-genre are going lo want to see, Cobr, fmn. 

MURDER MANSION (1072) Andre Resine, Алада Gade, Evelyn 
Stewart. A young coupe, lost in the og, stumble upon an eerie cemetery 
ле to wsinister mansion. They өлік ony to face onepeakabie horns 
For all Ecro-horortant. Color, From tnm. Н187 
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THE FREE-LIVING 
WORLD OF THE 
QVER-TEENS! 


Gregg PALMER 
кайа састыт 


DRIVE-IN COMBO #123 


(OVD item 801-1230. VHS лет 401-123)" 
THIS REBEL BREED (1959 ska BLACK REBELS) Rta Moreno, 
мах Damon Geral мот Dyan Cannon. Damon's е biacxtace as bacis 

take on whites and whtes aka on Hispanics п ths very entering. 
Teenage gang war sxvavaganza. Teenage punks nice and dice each 
‘ther, Мут етсен young giis nto мевзу tampa, threaten innocent 
iens, get vowed i nlerracal romance, ad sal drugs Ю local ciens 
‘Whew! Thain а olia ash Dahavi for опе move. Regersiens, the esu 
is a very entertaining JD mni-cassi that wil hold your interest. Moreno's 
eX RN. West Sie Story, landed her an Озсаг Kecommengec. Sómm 

THE REBEL SET (1959) Gregg Palmer Edward Plat. Den Suva 

that shows the mosphere and favor of he іне. 

leo atures an cticalely panned robbery scheme 
Better than a ic of he other JO stuf that was coming cut around the same. 
time, Plat а pret as по mielectusi ringleader. 16m. 


DRIVE-IN COMBO #124 


(OVD item #01-1240. VHS пет 201-124)“ 

CURSE OF THE SWAMP CREATURE (1988) John Agar Jet! 
Ажалды, Francie Vork. Anotar graat bad move from tha 10608 А 
тад doctor creates big, huking repe monsters at his secret ab in he 
ierglades. Using local native or һа experiments пи creatore wak 
around with goofy tangs ard prg pong bal eyos—realy дозу Yet С 
отм Swam Creature has many of Pe чиди потоне ements a ac 
‘many ofus baby-boomers ove. Color, пот 18mm. 

IT'S ALIVE (1968) Tommy Kirk, Shrey Bonne, ВИ Thurman. A real 
eger aca soos much Ал 1o water. A maniaca farmer kidnaps local 
Bansersby and feeds them (o Пи cave-dweling izard man tates ina 
Cave Deceat hia am. The ping pong be-eye monster a scream: 
Amazing One ofthe best of ine bad. Fom 16mm. 


DRIVE-IN COMBO #125 


(OVD item #01-125D, VHS tem 01-125)" 

LIGHTNING BOLT (1965) Aninony Ely, Diana Lors. A secret 
agent goes ater a madman who defects moon rockets by basting tnem 
Olî o ine эку with super-pewared laser beams. "кен! Much in the spirt 
o James Bord wih a nce зеге of science fiction exctement and. 
‘espionage inms. Hecommendes for sure. Color, 18mm. 

RED DRAGON (1067) Stewart Granger, Rosanna Schiafro, Horat 
Frank. Secret agents in Hong Kong ту lo crack notorious smuggling rng. 
‘This wes a arl bg budget friar for tie Кес of foreign apy stuf and К 
shows. Granger locks great эпе gives а toe perfomance. Cool locations 
Overa a prety соз spy traer. From a псе Techniccor 35mm pr. 


50 new DVD RELEASES 


All titles $16.95 each unless otherwise noted 
All les available DVO or VHS 


(add $2.05 ШЇ for ce ј ето and 3m 

END OF THE WORLD® (190) Atel Gance, Victor Francen, George 
Colin. Engish subties, VHS tem 43905, DVO tem #80080 

BOMBS OVER LONDON” (1957) Charles Farel, Margaret Vyner, 
Danny Green. 15mm. VHS tem #8118, DVO kam #81140 

MARS ATTACKS THE WORLD (1938) Buster Cratbe, Jean Rogers, 
Сталев Мәсе Iam, VHS nem #8245, DYO nem өз240 

MANHUNT IN SPACE” (1959) Richard Crane. Saly Mansfeit, Scotty 
Becket, From 16mm. VHS tem 49029, DVD tem #80280 

SILVER NEEDLE IN THE SKY* (1959) Richard crane, зау 
Mangtels Fron “бат. VHS dem #9831, DVD tem #80210 

ATOMIC RULERS OF THE WORLD" (1957) Кеп Uisu, Anko 
"ch, Minoru Takada 18mm. DVD tam #82170, VHS tum #8217 

THE UNKNOWN TERROR? (1957) Јола Howard, Рал Richards, Mala 
Powers. 16mm. DVD tem анаар, VHS tem M248 

RETURN OF DR. MABUSE" (їое!) Lex Barer, Gere Frie. 
Wolfgang Preiss, 16mm. DVD Rem #81430, VHS lem 78143 

INVISIBLE DR. MABUSE" (1962) Lex Baker, Kam Dor, wongang 
Press. 18mm. DVD tem #81830, VHS tem #8183 

2+5: MISSION HYDRA* (1566) кик Moris, Gordon Michel Roland 
Lesate. Cor, 16mm. DVD fem #81970, МНО tem #8197 

THE DOOMSDAY MACHINE* (1957) Grant Wiliams, Maia Powers 
Henny Wicsxon Color. temm. VD fem FS 1800, VHS tom #5190 

HORROR THRILLER 

SECRETS OF THE BLUE ROOM" (1933) Lionel Aiie, Реч Lutes 
Edwars Arnold, Giora Stor. 18mm. OVD tem FH324D, VHS лет #8324 

CRIMES AT THE DARK HOUSE” (1940) Tod Siaughte, Зума 
Marriot, Gectrey Wardwell тото. DVD Nem Тома, VHS tem #7508, 

HOUSE OF DARKNESS” (1948) Laurence Harvey, Leslie Brooks, 
enn Stuar, 16mm, DVD Пет ЁН2030, VHS tem 98203 

ALIAS JOHN PRESTON (1956) Chvistogher Lee, Beta St jo 
Alexandar Knox 36mm. DVD tem #41020, VHS lem #4102 

FROM HELL IT САМЕ (1957) Tod Anorews, Tna Carver, Lia 
‘Watkins, Gregg Palmer. 16mm. DVD tem SH328D, VHS ten #4326 

THE DEAD TALK BACK" (1557) Aldo Famese, Scit Douglas, Laura 
Brock. From 39mm. OVO item SHISAD, VHS tam бін 


FACE OF TERROR (1955) Lsa Gaye, Femando Rey, Gerard Телу. 
‘35mm. DVD item #4204D, VHS tem IH204 

FOUR SKULLS OF JONATHAN DRAKE (1953) Henry Daniell 
Eduard Franz, Valene French OVD ten #H326D, VIS tem #4326 

HANDS OF ORLAC* |1960) Mel Fare. Christopher Lee, Donaid Wott, 
Dany Canet. 16mm OVD вет #91470, VAS tem #М147 

THE NIGHT THEY KILLED RASPUTIN (1262) Jom Drew 
Barrymore, Edmund Puréom. 8mm DVD tem #H163D, VHS fem #H163 

SLAUGHTER OF THE VAMPIRES" (1962) Water rand, Deter 
Epler 15mm. DVD йеп #80700, VAS Rem ВНОТО 

FORTRESS OF THE DEAD. (1965) John Hackett, Convad Parkham, 
Ала Coria 16mm. DVD item Өнер, VHS tem өгіз 

HOUSE OF EVIL (1958) Sors Калт. Julssa, Directed by Jack Hit 
Color, rom 16m. DVD tem #KO17D, VHS ten #K017 

THE HANGING WOMAN! (1572 axa RETURN OF THE ZOMBIS) Paul 
Naschy, Stan Cooper. Color, 35mm. DVD tem M2260, VHS tem #4225 

SCHOOL THAT COULDN'T SCREAM (1973 жа WHAT HAVE 
THEY DONE TO SOLANGE) Fabio Test, Joachin Fucheterger Karin 
Baai. Color, бегате, 35mm. DVO tem #Н1970, VHS tem #Н1З7 

THE POSSESSED" (1574, oka DEMON WITCH CHILD) ләп Mateos, 
Marian Salgade. Color, 35mm DVD tem #H264D, VHS tem #1284 

CASTLE OF THE CREEPING FLESH" (1973) “жек тамо 
"om 3mm. DVD iem MH TID, VHS tam #18 

THE DEVIL'S POSSESSED" (1974) Pau Naschy, Norma Sexe 
Color, тот dnm. DVD lem #H227D, VHS ten #H227 


SIRET 
FORGOTTEN HORROR 
NOTE Forgotten Horror bfes are jist $1295 (unless otherwise 
noted), plus $205 per Не tor packaging. handling, and postage. 
TERROR BY NIGHT (1931) сла Merkel Ви Colier л. Zasu Pets, Nat 
Pendleton Aka "Secret Wines” OVD ten НАВО, VAS tem FHA 
PHANTOM EXPRESS" (1992, Majesie) | Faret McDonsid, зау 
Bane. From 1mm DVD ten ВРНОВО, VIS tem #FHOS 
TANGLED DESTINIES" (1952, Маун) Vera Reyrclós, Glenn Ton, 
MURDER AT DAWN? (1522, Big 4) Jack Munai. Josephine Dunn. 


Misc Auer. петт. DVD bem кенін, VHS nem РЕНО 


JOSEPHINE DUNN 
JACK MULHALL 


MARJONE SEBE PHILLIPS 


SUPER $99 SALE! 
DRIVE-IN 
DOUBLE FEATURES 
ARE INCLUDED! 


-ENDS AUGUST 15th- 


Buy any 10 tries нот ine “Sinister Sa-guns"* section of he 
catalog or webste for only. 399 posiparc 
‘Buy any 9 ties from the “Mystery-Suspense,”‘Action- 
‘Forgotten Horrors” sections for only. $98 


Buy. 
а Sandal “Juvenile Schock" "Explotation. * "Fantasy 
"Spaghetti & Euro Westerns,” "Sent Tris," Edgar Wallace,” 
“Jungle Thris "Martial Arts,” and "Spres-Espronage" 
sections. 399 postpaid, 

‘Buy any 6tties from the “Drive-in Double Features" isted 
in tra od ard previous зав (ful isting on the website at 
Sinatereinema com) for опу $99 postpaid 

‘Buy any Ottles from the “Sinister депо 
catalog or webste for опу. 599 postpaid. 


“темен senais NOTE: We must receive your order no hier ат 
7/1302 Sale pace does not icude frein portage or UPS 2nd Day 
А, deve charges. There s э дой surcharge on ali тга not pai 
for with check or money order. Sale price is good on тамаш 
|purcheses ony and does net apply to accumulated purchases, ALL 
NEW DVD RELEASES ARE INCLUDED N SALE! Sale pnce includes 
M custom Вог charges. You may ma не раско тез rom arferent 
Sectons and ци тепе the sale pce. For Instance, you may order 5- 
ites rom tne "Scence Ficton"tecton and 3 мез Pom De “Sword & 
‘Sanda’ secton (Be. loi and s recae те sale pace. However. 
you may not mx айту priced ies. For stance, you would rot 
Јасна tal pace tar ordering 5 Mies Pm the "Sister Sn guns 
Secon and 5 npes ron Ine "ror" tecton sace tes m these o 
Жаз to arder mone thas Ге number c es эр=ойев for те saa price. 
ару se ms gue. 


10 tie br 399. ое өкеп aden е ovr ме ¢ 15000 өс potu 
ires 19 order each возо b over et Ку 512 30 each posipa. 
нез Jr 399 олиг васп радо Di Over зэ Ior 78 50 ch poses 


SWORD 
ATLAS ІМ THE LAND OF THE CYCLOPS* (1961) Gordon 
koh, Yen Shor. Color mm. DVD tem #88400, VHS kem #5860 
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"ate Phillips the former Broadway 

‘and Hollywood actress known as 
Kay Linaker—may look like someone's 
kindly, white-haired grandmother, 
‘but when you see the fire in her eyes 
(a nice, warm fire, but a fire, none- 
theless), you realize she’s someone 
Special, That's not just because Kate 
worked with some of the truly great 
directors, actors, and actresses of Hol- 
Tywobd's Golden Age, but because she 
did more than merely bask in that 
rarified glory, 

Today, at 9l years of age, Kate Phil- 
lips is dedicated to giving college 
students some of the gifts she got ay 
am actress, With more energy than peo- 
ple half her age, she teaches hopeful 
actors, actresses, and writers some of 
the tricks of the trade that she was 
fortunate to learn from a neatly 70» 
year career on Broadway and in Holly- 
wood ay an actress and writer, 

Tn Part One of Scarlet Stréet’s exclu- 
sive interview (last issue), Kate the 
Great discussed her early days in Hol- 
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lywood, her friendship with neighbor 
Той Browning (director of 1927's LON- 
DON AFTER MIDNIGHT, 1931 s DRAC- 
ULA; 1932's FREAKS, and 1936's THE 
DEVIL DOLL), and her working rei 
tionship with James Whale (director 
of 19314 FRANKENSTEIN, 1932's THE 
OLD DARK HOUSE, 1933's THE IN- 
VISIBLE MAN, and 1935's BRIDE OF 
FRANKENSTEIN). In Part Two, we 

ick up the story immediately follow, 
ing Whale's firing from the film THEY 
DARE NOT LOVE (1941). 


Scarlet Street: You really lad a bad time 
with James Whale, didn't you? 

Kate Phillips: Well, when we made 
GREEN HELL in 1940, lie wasn't nasty, 
OF course, anybody else would have 
Tooked good. because we had George 
Sanders in that! (Laughs) He was just 
Unbelievable! In the first film he 
I—LLOYDS OF LONDON—George 
Sanders played a bastard. And he did 
such а good job with it, and he got 
Such good notices, that he decided he 


would be а bastard. And from that 
point on, through his entire career, 
he was a bastard! And he made a good 
thing of Н 
55: So James Whale was pleasant in 
comparison, Under favorable circum- 
stances, what toas his style of direction? 
KP: He was remote. Н you wanted to 
know how he wanted a scene played, 
you were wise to talk it over before 
ted shooting On GREEN HELL, 
erybody got together and told Whale 
what a wonderful seript it was, and 
they all took advantage of him. He 
was oot of it! He was starting to go 
put of jl, but he wasn't nasty, Every- 
body told Whale how good it was- 
ТОВ, yes, isn't this nice? Isn't th 
wonderful!” They all played it for fun 
and games. Ji was a big spool! 
55: And apparently, Whale didn't get 
the joke? 
КР: No, he didn't, He didn't get the 
joke at all, When it came out, I was 
left with one «селе in the picture! 


When they're getting ready to go ín 
ders sees me in 

Но surprise 
ing that they got it past the Hays OF 
fice, because he quite definitely picks 
me up; and you Know exactly what 


gle, George 5 


we're gonna do! Following that, 1 
Went on safari with them, and George 
and I were sapposed to be togeth 
but you never see me again in the pi 
ture! All the weeks we sloshed through 
the mud and all the muck that we went 
through—it was сай, 
SS: What do you think was sorong with 
Whale, exactly? 
KP: Well think he had a breakdown— 
а seriouy) serious breakdown. GREEN. 
HELL was made when he was in the 
process of being away {rom reality. 
And then the next thing he did, THEY 
DARE NOT LOVE--U think he Rad 
gone over the border, and he really 
belonged in a locked ward. 
SS: Like Tod Browning, not much has 
realty heen Жиен abput James Whale's 
private life, 
KP: Well, you see, Tod was 100% male, 
and James Whale was gay. And that's 
something that sobody took into 
consideration, Now, he wouldn't have 
у trouble ... 
55 Back then. though, it wan consid: 
tred necessary to keep it a secret from 
The public. 
KP: Oh, of course! Several directors. 
were gay; but they knew how to handie 
it. There were several very succesatul 
ones who never had a breakdown, who 
even went through the business of 
being married to a woman. They were 
Such nice gays—such really gaod guys, 
and so talented that everybody worked. 
with them and Joved them dearly. 
55: But James Whale couldn't handle it? 
KP: Oh, но! He was mad! Believe me! 
Insane! That was the great tragedy, 
because һе was a Sick man. He was a. 
very, very sick man! None of us who 
worked with him hated him. We were 
all very sorry for him, but we weren't 
about io set ourselves up and be clay 
pigeons. That's why Martha's husband 


жабыса 


“> 


Lai шесі 


went to Harry Cohn about him. И 
wasn’t done to embarrass Whale, but 
he saw to it that we didn't suffer for 
it. I have never seen that picture: 1 
don’t know if it was even released! 
SS: Le there anything more you can tell 
иг about GREEN HELL? 
KP: GREEN HELL was sheer hell! James 
Whale had a very hard time coor 
nating things: My part was highly 
Mramatic—t died and the whole bit— 
and the reason it was cut was because 
he was having trouble handling Joan 
Bennett. Well, he had trouble handling, 
women, He decided that there was no 
point in having two women in the 
film. He was also having a very hard 
time with Douglas Fairbanks Jr:, be- 
cause Fairbanks wanted to shoot the 
script the way И was written. 
SS: Was the seript any better than the 
rather silly film it became? 
KP: Oh, уез! The film itself, though, 
is stupid. 
SS: Judging by your one scene that's Дей. 
it appears that Whale liked you. The 
vene's very carefully dome avid he even 
goes you his big trademark closeups. 
KP: Yes, but he still cut my part. We 
shot all the:stuff going through the: 
[ample ihe mole soundstage he 
сеп made into a jungle and it had 
plants and trees and whatnot grow- 
ing and they had to be watered ава 
the stink was just unbelievable! It was 
a very sad experience, 
SS: Was Whale's homoseruatity well 
known in the film industey or was it a 
guarded secret? 
KP: Well, nobody paid any attention 
to anybody's private business at that 
tine. What we were up against was 
а man Who was haying a nervous 
breakdown and who was lashing out 
at the whole world. 
S$: Did Whale's lover, David Lewis, ever. 
show up on the егі? 
KP: Never. 
SS: So they kept а low profile. How - 
much of THE: NOT LOVE did 
Whale shoot before Не ions fired? 
KP: He shot the scene at the pier. That 
Was when he said, “Not only do I have 
the two worst actresses in the busi- 
ness, but I've got the two ugliest god- 
damn dames that ever happened." And 
Whale was taken off the picture and 
somebody ење was put on. The next 
man was probably only on the picture 
three ûr four days when Charles Vidor 
took over. He finished the film. — = 
SS: Whale was fired by Harry Cohn. Did 
yon have any encounters with Cohn? 
KP: Well, yes, 1 did. He insisted on 
Seeing all the wardrobe, sò 1 went up 
to show him the suit in which T met 
the Boal, H was a very mice suit that 
Edith Head had done, When I walked 
into the office, he looked at me amd 
said, “Well, everything's all right, but 
where are the diamonds?” 1 said, “Mr. 
Баа эче и мш sean 
|ewelry—escept for an engagement. 
ИН 
noon." He said, "How do you know 
that?" “I just know it, Mr. Cohn." And 
he said, "MI right," and he reached far. 


the phone-he could pick up a phone 
and speak to everybody on the lot: 
everybody's phones rang when he 
picked up this particular one—and he 
said, “Now get this! No lady wears 
diamonds belore five o'clock in the 
afternoon except for her engagement 
Ting? And nobody ever did. I Was the 
froin Harry Cohn! (Laughs) 
SS: And you gave the order to Harry 
ln! Let's backtrack. How did you get 
started in show Business? : 
KP: started when 1 was, oh, Six ar 
seven, 1 was an only child and | played. 
imaginary games. The very fist thing 
1 remember із traveling with my mo- 
ther and father and my nurse to Chi- 
ape: My {iiber oak це Du art Wie Бо: 
iness trips, One evening in Chicago— 
was about а year and а halí—we went 


У Kay Linaker 
seal tor ei metas Hg piace Ба 
Wan bara: We went up te the second 
floor ai ralked down some 

ана (herd war 


in the center! There was a big gray wall 
in front of us. Then all of a sudden, 
that wall went up, and behind it there 
Was a red velvet curtain with gold 
trimmings. People came in with musi- 

© eal instruments. They began tuning up, 
making noise. Then а spotlight went 
оп and a gentleman came out dressed. 
іп evening clothes, He stepped ар оп 
“a podium and bowed to the audience; 
then he turned around and went tap, 
tap, fap on the desk and raised his 
hands and there was music! And T felt 
that was fine! (Laughs) 
SS: You enjoyed theater from the very 
beginning, then? 
КРТ was tapping time to the music. 
‘Then the red curtain went up and be- 
hind it was a garden, and a garden 
wall. There was a pretty girl sitting on 
(à bench, and over the wall came.a man 
With the longest legs I had ever seen 


in my Шет He went up to the young 
lady and they started (n dance. They 
danced all over this big garden... — 
SS; You rememberei this at that өү? _ 
KP: Yes! When I was five, Lasked ту 
mother if it was à dream and she said 
it wasn't. I had been taken to see Ме. 
and Mrs. Vernon Castle dance! That 
was my first experience with theater. — 
From then on, whenever it was pos 
sible, I went to a play, It didn't make 
ny difference whether it was Shake. 
Speare or what it was] was taken in 
see it. And then, when 1 was about 
‘six, the local litte theater did a play 
called THE SWEETMEAT GAME, ft 
was about а Chinese gentleman ma 
ried toa young wife he doesn't trust. — 
Не has a child from a previous mar- 
riage and the child is blind. 1 played. 
the blind child. 1 accidentally get 
the wrong sweetmeat—the эмен 
meat that my father has prepar 
is second чие and [did е 
SS: In addition to the theoter, did you 
attend many movies as a child? 
KP: T dom t remember being taken to 
the movies until 1 was probably five or 
six. We went tà see a story that had 
the fire of London in it. My father be- 
‘ing an Englishman, һе was very in- 
terested in how they were going to. 
handle the fire of London. f saw all 
these flames and 1 figured the best 
thing to do was get out! (Laughs) So - 
left the theater, and my father had to 
come looking for me, He explal ed to 
what ld seen wasn't and 
took me back into the theater. r. 
fj SS: What about your schooling? Pe 
KP: 1 жет to a little private school ==. 
that my father started. He was onthe | 
‘school board in town and they were _ 
going to build a new school. My fa _ 
ther said, “It has to be for the colored - 
children, because the school they're. 
in is a fire trap." He insisted and а. 
new school for the colored children: 
- was built, Now, the school for the 
white children was in pretty bad. 
shape, too, but to punish my father 
the school board said, “No, we сәні 
build another new school.” They were 
going te show him! I didn’t start school 
НИ T was seven. 1 was so undersized; 
Twas a tiny, tiny child and the i 
est kid that ever came down the 
pike! (Lauglis) 1 was really homely$ i 7. 
had iwo magnificently beautiful рак. 
ents, My mather was gorgeous, and I © 
was a little ugly duckling, There was a 
teacher who had retired—her name | 
was Miss Boyet—and my father per- 
suaded her to take on this group of /- 


m 
drama club; we did fairy stories, 

kind of thing. aes 

SS: What other trotaing did you have? 
KP: There was a place in New York State 
called Chautaugua Lake; My father 
Бай heard about Chautaugua Institu- 
Чоп, so he bought a house there and 
we spent our summers a Скаціна, 


Kateri psremenberd 
(Charlie GhanytheB lob) 
‘and thelmentwhodirected| 


К“ Phillips—the former Broadway 
and Hollywood actress known as 
Kay Linaker—may look like someone's 
kindly, white-haired grandmother, 
but when you see the fire in her eyes 
(a nice, warm fire, but a fire, none- 
theless), you realize she’s someone 
special. That's not just because Kate 
worked with some of the truly great 
directors, actors, and actresses of Hol- 
lywood's Golden Age, but because she 
did more than merely bask in that 
tarified glory. 

Today, at 91 years of age, Kate Phil- 
lips is dedicated to giving college 
students some of the gifts she got as 
an actress. With more ep than peo- 
ple half her age, she teaches hopeful 
actors, actresses, and writers some of 
the tricks of the trade that she was 
fortunate to learn from a nearly 70- 
year career on Broadway and in Holly- 
wood as an actress and writer. 

In Part One of Scarlet Street's exclu- 
sive interview (last issue), Kate the 
Great discussed her early days in Hol- 
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lywood, her friendship with neighbor 
Tod Browning (director of 1927's LON- 
DON AFTER MIDNIGHT, 1931s DRAC- 
ULA, 1932's FREAKS, and 1936's THE 
DEVIL DOLL), and her working rela- 
tionship with James Whale (director 
of 193175 FRANKENSTEIN, 1932’s THE 
OLD DARK HOUSE, 19335 THE IN- 
VISIBLE MAN, and 1935's BRIDE OF 
FRANKENSTEIN). In Part Two, we 
pick up the story immediately follow- 
ing Whale’s firing from the film THEY 
DARE NOT LOVE (1941)... . 


Scarlet Street: You really Had a bad timè 
witli James Whale, didn't you? 

Kate Phillips: Well, when we made 
GREEN HELL in 1940, he wasn't nasty. 
Of course, anybody else would have 
looked good, because we had George 
Sanders in that! (Laughs) He was just 
unbelievable! In the first film he 
did—LLOYDS OF LONDON—George 
Sanders played a bastard. And he did 
such a good job with it, and he got 
such good notices, that he decided he 


would be a bastard. And from that 
point on, through his entire career, 
he was a bastard! And he тадега good 
thing of it. 

55: 50 James Whale was pleasant in 
comparison, Under favorable circum 
stances, what was his style of direction? 
KP: He was remote. If you wanted to 
know how he wanted a scene played, 
you were wise to talk it over before 
you started shooting. On GREEN HELL, 
everybody got together and told Whale 
what a wonderful script it was, and 
they all took advantage of him. He 
was out of it! He was starting to go 
out of it, but he wasn't nasty. Every- 
body told Whale how good it was 
“Oh, yes, isn't this nice? Isn't this 
wonderful!” They all played it for fun 
and games. It was а big spoof 

SS; And apparently, Whale didn't get 
the joke? 

KP: No, he didn't. He didn't get the 
joke at all. When it came out, Î was 
left with one scene in the picture! 
When they're getting ready (о go into 
the jungle, George Sanders sees me ја 
a bat and we make a date. It's surpris 
ing that they got it past the Hays Of- 
fice, because he quite definitely picks 
me up, and you know exactly what 
we're gonna do! Following that, 1 
went pn safari with them, and George 
and I were supposed to be together— 
but you never see me again in the pic- 
ture! All the weeks we sloshed through 
the mud and all the muck that we went 
through—it was cut! 

55: What do you think was wrong with 
Whale, exactly? 

KP: Well, I think he had a breakdown— 
а serious, serious breakdown. GREEN 
HELL was made when he was in the 
process of being away from reality. 
And then the next thing he did, THEY 
DARE NOT LOVE—1 think he had 
gone over the border, and he really 
belonged in a locked ward. 

55: Like Tod Browning, not much has 
really been known about James Whale’s 
private life. 

KP: Well, you see, Tod was 100% male, 
and James Whale was gay. And that's 
something that nobody took into 
consideration, Now, he wouldn't have 
any trouble с. 

55: Back then, though, it was- consid: 
ered necessary to keep it a secret from 
the public. 

KP: Oh, of course! Several directors 
wete gay, but they knew how to handle 
it. There were several very successfal 
ones who never had a breakdown, who 
even went through the business of 
being married to a woman. They were 
such nice gays—such really good guys, 
and so talented that everybody worked 
with them and loved them dearly. 

SS: But James Whale couldn't handle it? 
KP: Oh, no! He was mad! Believe me! 
Insane! That was the great tragedy, 
because he was a sick man. He was а 
xery, very sick man! None of us who 
worked with him hated him. We were 
all very sorry for him, but we weren't 
about to set ourselves up and be clay 
pigeons. That's why Martha's husband 


went to Harry Cohn about him. It 


wasn't done to embarrass Whale, but 
he saw to it that we didn’t suffer for 


it, I have never seen that picture. ] 


don't know if it-was even released! 
55: Is there anything more you can tell 
us about GREEN HELL? 
Ki REEN HELL was sheer пеј! Janes. 
Whale had а very hard time coordi- 
nating things. My part was highly 
dramatic—I died and the whole bit— 
-and the reason it was cut was because 
he was having trouble handling Joan 
Bennett. Well, he had trouble handling 
women. He decided that there was no 
point in having two women in the 


film. He was also having a very hard - 


time with Douglas Fairbanks Jr., be- 

cause Fairbanks wanted to shoot the 
- script the way it was written. — 

SS: Was the script any better than the 

rather silly film it became? 

КР; Oh, yes! The film itself, | Gone 

is stupid. 

55: Judging by your one scene that's left, 

dè appedrs that Whale liked you. The 

scene's very carefully done and he even 

gives you his big trademark closeups. 

es, but he still cut my part. We 

shot all the stuff going through the 

jungle—the whole soundstage had. 

been made into a jungle and it had 

plants and trees and whatnot grow- 

ing and they had to be watered and 

the stink was just unbelievable! It was | 

а very sad experience. 

55: Was Whale's homosexuality well 
noun in the film industry or was itu | 

guarded secret? 

KP: Well, nobody paid any attention 

to anybody's private business at that 

time. What we were up against was 

à тап who was having а nervous 
"breakdown and who was lashing out 

at the whole world. 

55: Did Whale’s lover, David тамы ever. 

show up on the set? 

KP; Never, 

SS: So they ke 


f a low profile. How 
much of THE did 


DARE NOT LOVE 
Whale shoot before he was fired? ~ 
KP; He shot the scene at the pier. That 
was when he said, “Not only do Т have 

` the two worst actresses in the busi- 

és, but I’ve got the two ugliest god- 
damn dames that ever happened.” And 
Whale was taken off the picture and 
somebody else was put on. The next 
man was probably only on ‘the picture 


_ three or four days when Charles Vidor- 


took over. He finished the film. 
SS: Whale was fired by Harry Cohn. Did 
you have any eucounters with Cohn? 
KP: Well, yes, I did: He insisted on 
seeing all the wardrobe, so I went up 
to show him the suit in which I met 
the boat, It was a very nice suil that 
Edith Head had done. When 1 walked. 
into the office, he looked at me and 
Well everything’ s all right, | ‘but 
“ате the diamonds?" I said, "Mr. 
Cohn, a- lady does not wea 
jewelry—except for an engagement 
ring—before five o'clock in the after- 
noon." He said; d do you know 
that?" "T just; Know it, Mr. Cohn.” 
he NAT “АП TENE i ke Paed fo; 


755; You. е 


nd . a bench, 


the phone--he could pick up a phone 
‘and speak to everybody on the lot: 
everybody's phones rang when he 
vicked up this particular one—and he 
said, "Now get this! No lady wears 
diamonds before five o'clock in the 
afternoon except for her engagement 
ring!” And nobody ever did. It was the 
order from Harty Cohn! (Laughs) 
SS: And you gave the order to Harry 
Cohn! Let's backtrack. How did you et 
started in show business? d 
KP: Т started when I was, oh, six or 
seven. I was an only child and Í played 
imaginary games. The very first thin; 
I remember is traveling with my mo. 
ther and father and my nurse to Chi 
cago. My father took us оп АП his bus- 
iness trips. One evening in Chicago—l - 


‘was about a year and a half—we went | 


E 


lu y MER He vent up to Te young 
lady and they started to dance: They 
‘danced all over this big garden . 
255: You remembered this at that ag 
KP: Yes! When 1 was five, 1 asked my © 
mother if it was a dream and she said 
Thad been taken to see Mr. 
Vernon Castle dance! That 
irsi experience with theater. 
From then on, whenever it was pos. 
sible, I went to a play. It didn't make 


| апу difference whether it was Shake- 


speare or what it was—I was taken to. 
see it. And then, when I was about 
six, the local little theater did a play 
called THE SWEETMEAT GAME. It 
was about a Chinese gentleman mar 


“ried ко a young wife he doesn’t trust. 


He has a child from a previous mar- 
riage and the child is blind. 1. plated 
the blind child. 1 accidentally get - 


attend many movies as а child? 
KP: T don't remember being taken t 
the movies until Twas probably five oi 
six. We went tà see a story that had 
fire of London init, My father be 
ngan Englishman, Бе was very 
terested in how they were going t 
handle the fire of London. I saw all 
these flames and I figured the b 


thing to do was get out! (Laughs) So I 


left the theater, and my father had to 
come looking for me. Не explained to 
me that what I'd seen wasn't real and. 
took me back into the theater. 


ж SS: What about your schooling? 


Kay Linaker 


out, all four of us, to a big place, bigger 
than а barn. We went up to the second: 
floor and walked down some steps, 
and there was a railing and nothing! 
There were chairs behind. the railing, 

and we sat in the second row. Right 
in the center! There was a big gray wall 


‚ їп front of us. Then all of a sudden, 


that wall went up, and behind it there 


(was a red velvet curtain with gold 


trimmings. ‘People came in wi 


» cal instruments, They began ti 


Then a spotlight oe 

a gentleman came out dressed. 
in evening clothes. He stepped up on ` 
а podium and bowed to the audience; 


“then he turned around and went tap, 
on the desk and raised his - 
hands and there was music! And Teet 


tap, tap 


that was fine! (Laughs) ae 
yel theater Те very. 

beginning, then? | 

КРСТ was tapping lime to the music. 


“Then the red curtain went up and be- - 


hind it was a garden, and a. garden. 
wall. There was a pretty We sitting on 

and over the wall came a тап 
iind: the 


longest lege T had everseen - 


KP*I went to a little private school 
that my father started. He was on the 


school board in town and they were |’ 


going to build a new school. My fa: 
ther said, “It has to be for the colored 
children, because the school they're 
in is a fire trap.” Не insisted and а. 
new school for the colored children | 


was built. Now, the school for the г 


white children was in pretty bad 
shape, tee, but to punish my father - 
the school board said, “No, we can’t 
build another new school,” They were 
ing to show him! I didn't start school 
tll Twas seven. I was so undersized; 
Iwas а tiny, tiny child. i th: 
“езе kid that ever ca 
pike! (Laughs) 1 was really ыы 
“had two magnificently beautiful рат 
ents. My mother was gorgeous, and | 
was а little ugly duckling. There was а ` 
teacher who had retired—her пате. 
..was Miss Boyet—and my father per. 
sudded her to take on this 
children who were ан. born in the 
same summer, There were nine girl 
and three boys, and we went to Miss 
“Boyet’s pr 
magnif 
drama club; we did fairy Stor wi thai 
kind of thing. 2 : 
` $8 What other training 3 
KP: There was a place in New York State 
[led Chautaugua Lake. 
“had heard about Chautaugu. 
Чоп, so he bought a house there and | 
we өреде Our came at Chautaugua. 


LEFT: Kay Linaker appeared in this party scene from LAURA (1944), directed by Rouben Mamoulian be- 
fore he was replaced by Otto Preminger. In the foreground are Vincent Price, Judith Anderson, and Dana 
Andrews. Linaker can be spied behind Anderson's left shoulder. RIGHT: Clifton Webb and Gene 
Tierney watch as Dana Andrews engagi i i 


Our next door neighbor was a very in- 
teresting gentleman. One day, I 
crawled through a hedge and on the 
other side—his side—there was a bush. 
that had the most interesting fruit on 
it. I tried to reach one, and this voice 
said, "I'll take care of it for you!" I 
turned around and there stood a 
white-haired gentleman. He picked it 
and said, "Do you know what this 
It’s a gooseberry.” I said, "What's a goose- 
berry?” and he said, “Turn your head 
and look at me when you talk; I’m 
deaf.” And that was my introduction to 
Thomas Edison! He was my neighbor all 
during my youth; we went up to Chau- 
taugua every summer. Mr. Tom and I 
had great fun. He loved to tell jokes 
and, even if I didn’t understand the 
joke, when he began to grin I'd start to 
laugh. I was a great audience for him 
and we did all kinds of things together. 
When his friends came, he said, “You be 
sure to come through the hedge, because 
I want you to meet these people; they're 
nice men.” One was Henry Ford and the 
other was named Firestone. 

SS: That's right; they'd go off on camping 
trips together. 

KP: John Phillip Sousa came, too; his 
band came to Chautaugua and I wanted 
to get his autograph. I told Mr. Tom that 
I wasn't going to be able to be able to 
play Parcheesi, because I had to go 
down to the amphitheater to try to get 
Mr. Sousa's autograph. Mr. Tom said, ГИ 
come with you; I want his autograph, 
too." So we went down to the amphi- 
theater and, of course, we got John Phil- 
lip Sousa's autograph. And then Mr. 
Sousa asked for Mr. Tom’s autograph, 
and that was the first time I realized 

56: That this тап was somebody. 

KP: .. . that this man was really amazing! 
SS: You lost your father at a very early 
age, didn't you? 

KP: My father died in my arms when I 
was 11. He died of a cerebral hemor- 
rhage. He was not yet 41 years old. He 
was leaning against me; he thought he 
had indigestion. I got him a drink and 
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stopped at the telephone on the way 
back, and the operator answered and I 
said, “This is Mary Katherine Linaker 
and my dadd ick. Get the doc- 
tors!” And she did. I started to put a 
cup to my father’s mouth and he looked 
up at me and the most beautiful ex- 
pression came over his face. And I knew 
he was dead. The doctors came and 
lifted my father off my lap and put him 
on the floor. They started working on 
him. The pulmonary man arrived with 
the machine and I just sat there. No- 
body paid any attention to me! I got 
up and walked out of the room. I 
walked through the house and sat down 
on the back step. І remember thinking 
my father's dead, but he's not gone. 
He'll always be near me, and I couldn't 
cry. Roxy was the cook, and she went 
upstairs to take care of my mother. 
Emma, the maid, came down and put 
her arms around me. She said, "I 
don't have to tell you what's hap 
pened. Just go ahead and cry; it's all 
right to cry." She put her arms around 
me and rocked me back and forth, and 
all of a sudden I was able to cry. 

58: Did your father's sudden death change 
your life drastically? 

KP: Well, my parents had planned that 
Га go to boarding school, according 
to British custom. I took an active part 
in the drama, but during my last y 
of boarding school I caught polio. 
doctor said, "The usual method of 
treatment is immobilization, but Гуе 
never seen it work. However, there’s a 
nurse in Australia starting a new 
method called the Sister Kenny treat- 
ment. It has to do with revitalizing the 
muscles and nerves through a series of 
exercise and water treatment.” Mother 
said, “Well, if you know something 
doesn’t work, it's worth trying some- 
thing that might.” So I had the Sister 
Kenny treatment. My schoolmates car- 
tied me from class to class; I was never 
in a wheelchair. | was carried by my 
schoolmates and then I walked, lean- 
ing on them. I was able to walk in the 


Commencement procession holding on 
to my two roommates. I was supposed to 
go to Wellesley, but I had started the 
exercise treatments with a modern 
dancer named Phoebe Gutherie, who 
was at Chautaugua that summer. I de- 
cided I'd have to keep on with Phoebe 
and she was in New York, so I wrote to 
Wellesley and regretted that I'd be un- 
able to come. New York University had a 
small campus in Washington Square, and 
that's where I started my college. 

55: Did you study drama there? 

KP: Well, at Chautaugua, I had met Ed- 
na Ferber’s niece, who was going to the 
American Academy of Dramatic Arts. I 
saw how the Academy worked and an- 
nounced to my mother that I wanted to 
во. Mother said, "That's fine, but you 
have to get an academic degree, too, 
because theater is a very iffy business.” 
So the next year I doubled up on my 
classes and took summer courses, be- 
cause New York University had an ex- 
tension at Chautaugua. I came back and 
enrolled in the American Academy. 

SS: You can't ask for better training than 
that! In the early thirties, Warner Bros. was 
grooming you for stardom. Why didn't you 
stay with the studio? 

KP: Mary Astor came on the set of my 
second picture, ROAD GANG, and went 
to the rushes with me. She said, “Kay, 
I've got a proposition for you. Ask for 
your release, now, before this picture 
is over." I was the only woman in the 
picture, and Mary thought I was going to 
make a splash and be іп a better bar- 
gaining position if I was a free-lancer. 
She said, “If you don't ask for your ге- 
lease, you're gonna be stuck. Every sin- 
gle solitary part for a brunette that 
comes down the line will be offered to 
Kay Francis, Mary Astor, and Margaret 
Lindsay, and all three of us have to 
turn it down before you get a chance 
at it. If you don’t believe it, just real- 
ize what happened when Jimmy Cagney 
wanted you as his leading lady. You 
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ure Street’s Kate Phillips interview (begun in SS #50 
and concluded in this issue), conducted by Leonard J. 
Kohl, is certainly of more than passing interest to fans 
of Tod Browning and James Whale, the most famous 
horror film directors of the 1920s and 1930s. Phillips’ 
revelations offer a very different take than we've pre- 
viously had on what happened with these prime archi- 
tects of the horror film, and what ended their careers 
so prematurely. 

It's always been convenient to blame the demise 
of Browning's career on the aftershock of FREAKS 
(1932) and Browning/s drinking, and now we find very 
contrary evidence. The stories of the director's alcohol- 
ism may well have been fueled by Browning himself, 
who once admitted to trying to drink up all the liquor in 
the world. Even though he was referring to a time in 
the Roaring Twenties, his remarks may have colored рег- 
ceptions about what happened later, much of which has 
never been more than supposition. 
|. Kate Phillips’ version of the events leading to Tod 
Browning's retirement make sense out of those years, 
while at the same time seriously skewing a lot of 
things we thought we knew, That Louis B. Mayer 
wanted Browning back on the payroll as the studio's 
horror expert seems perfectly reasonable. After all, 
Browning had been MGM's specialist in the macabre in 
the twenties. What more reasonable business decision 
than to lure him back from Universal after the suc- 
cess of DRACULA (1931)? That Browning wanted to 
make other kinds of movies is evidenced by following 
FREAKS with FAST WORKERS (1933), a fright-free drama 
about hardhats. Phillips interview reveals why there 
аге so few Browning films after FREAKS—as well as why 
there's a three-year gap between THE DEVIL DOLL 
(1936) and Browning's last picture, the underrated 
MIRACLES FOR SALE (1939). Obviously, the studio con- 
sidered him a horror specialist and wasn't willing to let 
him branch out, and Browning would have fallen prey 
to the 1936-39 moratorium on horror movies. _ 

Kate Phillips’ revelations about James Whale are 
по less illuminating. The notion that Whale was quietly 
leased out because he was too open about his homo- 
sexuality has always been questionable. It's likelier that it 
had more to do with two factors—that he 
was a very specialized talent only able to 
completely function under the director- 
friendly regime of the Laemmles, and that, 
by the time of his retirement, he’d said all 
he had to say in the medium. Phillips’ 
reminiscences bear out those long-ago 
remarks of Elsa Lanchester's about Whale 
being bitter and tragic. The interview also 
squares with such "eccentricities" as Whale | | 
wearing a German army uniform while 
making THE ROAD BACK (1937). 

Observations by others of Whale's be- 
lhavior on movie sets support Kate Ph 
lips’ remarks. Consider the commen 
made by Louis Hayward about Whale's 
attitude toward him during the making of 
THE MAN IN THE IRON MASK (1939)—and 
toward the film itself. The idea of a director 

itting directly beneath the camera and casu- 
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ally smoking during the takes, happily oblivious to the 
fact that the smoke might be seen in the film, suggests 
one of two things: either Whale was hoping to get 
fired or, at that point in his life, he was retreating: 
into a world of his own. In light of Phillips’ comments 
about Whale not understanding how campily bad the. 
GREEN HELL (1940) script was, it's hard not to sub- 
scribe to the latter view. That a man who had previously 
evidenced such a wicked and sharp sense of humor 
could miss such absurdities is hard to imagine. Phil- 
lips' comments about what happened on the set of 
THEY DARE NOT LOVE (1941) pretty much settles it. 
For years, we've been lead to assume that Whale was 
badgered by George Brent on this film—badgered be- 
cause of his sexuality. In retrospect, it's amazing that. 
anyone accepted this as fact. Has anyone ever heard. 
reports of Brent giving the also-gay director Edmund 
Goulding any trouble? Brent worked with Goulding 
around the same time. And did Brent make life miser- 
able for gay actor Richard Cromwell, with whom he 
had shared most of his scenes in JEZEBEL (1938)? If so, 
nothing has ever been said about it. 

According to Kate Phillips, James Whale was falling 
apart because he was trying to keep his gayness under 
wraps. Granted that Phillips’ attitude toward homo- 
sexuality is very much of her generation and may col- 
or her perceptions (the heterosexual Browning was ^all 
man,” the gay Whale presumably a lower percentage), 


this isn’t surprising. Most of the previous info we have 
on Whale's last years of filmmaking came from the 
director's lover of 20 years, producer David Lewis, 
and were committed to print by Whale biographer James 
Curtis. Consider: Lewis is the man who asked Curtis. 


not to make a big issue of Whale's sexuality in his book. 
Lewis has always been presented as someone con- 
cerned about “keeping up appearances.” And this is 
the same David Lewis who suppressed Whale’s suicide 
note for 25 years. It’s hard to dismiss the probability that 
Lewis would also try his damndest to keep any sugges-| 
tion of actual mental illness out of an account of Whale's 
life. Curtis’ two Whale biographies contain a few tanta-| 
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A meteor has crashed to Earth—and it contains a passenger soon to gain fame as THE BLOB (1958). A gang of 


overage teenagers (including Aneta Corsaut and Steve McQueen 


“The audience . .. 
as consumers... 


may also have felt threatened 
as they watched the hungry 
mass —comparable if not incarnating the grow- 
ing consumerism of 1950s America—devour 
their kind" 

—Bruce Kawin, liner notes for THE BLOB 
(The Criterion Collection) 


hy do we love the Blob, that amorphous space 

amoeba who soaks up people with such poker- 
faced enthusiasm? Is it the same reason we love fast 
food? The first BLOB came out in 1958, the zenith of the 
sci-fi boom of that era and three years after Ray Kroc 
opened the first McDonalds. Scripted by actress Kate 
Phillips (her sole screenwriting credit) and directed by 
Irwin S. Yeaworth, Jr., THE BLOB instantly stands out 
from its contemporaries, not only for the presence of 
Steve (billed as Steven) McQueen and the fact that it's 
in color (a relative rarity for independent sci-fi at the 
time), but for its dreamlike realization of small-town 
American life. There is real character development 
where one usually finds two-dimensional monster food; 
monotonal scientists and adenoidal delinquents are re- 
placed by genuine people—particularly Steve Andrews 
(McQueen). A complex character not unlike James Dean's 
Jim Stark in REBEL WITHOUT A CAUSE (1955), Steve be- 
lievably “grows up" during the course of the film, from a 
teen masking his fear with bravado to a genuine day- 
saving hero. The film breaks free of types and suggests 


amines the well-traveled rock. 


there were opportunities for rebels to find social causes 
and actually become leaders. The late fifties were, after 
all, a time when fast food and mall culture were still just 
ideas in the minds of crackpot businessmen; the blob 
of amok consumerism was still a little embryo on a stick. 
The youth of the Eisenhower Era had the chance to be 
recognized as potential leaders of tomorrow rather than 
as the gullible, gobbled-up marketing target of today. 
Back in 1958, reality wasn't fully nailed down to the 
franchise or genre expectations. Most striking, from 
the first frames of the original BLOB, is its poetic, 
dreamlike tone. It opens with no background other 
than the starless black sky, no long shots establishing the 
location—just an unnerving closeup of Steve staring ro- 
mantically into the camera. The zingy credit sequence 
that has come previously to this jarring moment, of 
animated lines squiggling closer and closer, coupled with 
the loungey title song by Burt Bacharach and Mack David, 
has already worked against establishing any kind of 
menacing mood, so this opening shot, which puts the 
viewer in the middle of an intimate embrace, sets us off- 
kilter. Then Steve's off-camera girlfriend, Jane Martin 
(Aneta Corsaut), speaks to him and things get weirder. 
Her voice seems to be coming in from somewhere out in 
far left field, a distant dream voiceover. Steve, mean- 
while, stares past Jane's head—right past the camera, in 
fact—so we can't help but feel that he is "putting the 
moves on us," acting for us. Since it's a teenager "act" 
he's doing, he puts us in the authority position. He be- 


LEFT: Inspired by such instant cult classics as REBEL WITHOUT A CAUSE (19: 
able time on car races and other rebellious teen activ 
Steve (Steve McQueen) and Jane (Aneta Corsaut) have 


THE BLOB spends conside: 
5 before its sci-fi plot kicks into high gear. RIGH 
ound an old man (Olin Howlin, in his last film) who's been 


LEFT: Steve is a rebel without a convincing story when Lieutenant Dave (Earl Rowe) and Officer Ritchie 
(George Karas) won't believe him when he claims the old шап and Doc Hallen have been killed by a thing from 
another world. RIGHT: Unfortunately for their credibility rating, only Steve and Jane keep running into the 
Blob before its all-out attack on the local movie house. 


allen (Steven Chase) 


blobbed and brought him to Dr. 


haves as though he’s trying to get away with something, 
as though the audience consists of judgmental parents 
and he's trying to convince us (and even himself) that he's 
on the level. The figure he's addressing, Jane, is repre- 
sented as а ghostly voice, as though she doesn’t exist 
except as his own projection. She is real, though, and ulti- 
mately wants him to stop acting like a cinematic juvenile 
delinquent and attempt to see her as a ре 

And as if it were an answer to her pra 
falls in the distance. 

The arriving Blob will prove the impetus that Steve 
needs to see through his layers of acquired mannerisms 
and be a real man, Up until the character Steve Andrews 
is motivated to perform heroics, the actor Steve McQueen's 
performance is itself Bloblike. At the onset of the film, 
he seems to be a guarded young man whose persona con- 
sists of “absorbed” elements from more famous (at the 
time) teenage rebels. He gives us a lot of James Dean 
REBEL WITHOUT A CAUSE slouches and hand gestures, 
and cackles and cringes like Richard Widmark's in KISS OF 
DEATH (1947). Or he tries to act all smooth and says, 
"Relax, Janey, Baby.” 

My name's not Janey Baby; it’s Jane .. , just Jane,” 
Jane says, Even at the start of the film, she's trying to 
peel away his layers of “absorbed” behavior. The impor- 
tance of her name is that it makes her real as a person—and 
at this juncture, Steve has problems with reality. 

Steve and Jane drive around and try to find the me. 
teor, but are unable to do во. Meanwhile, an old coot 
(Olin Howlin) finds it, pokes it with a stick, and gets a 
bit of gooey dreck on his hand as a result. Driving back 
to town, Steve and Jane find him by the side of the road 
and take him to see Dr. Hallen (Steven Chase). The doc 
sends the two teens out to look for the relatives of the 
old man. While they’re gone, the thing on the old man’s 
hand consumes him and then turns and devours Doc 
Hallen and his nurse, Kate (Lee Payton). Returning, Steve 
witnesses the Blob's attack on the medical profession, 
but when he goes to the cops—the sympathetic Lieuten: 
ant Dave (Earl Rowe) and the antagonistic Officer Ritchie 
(George Karas)—they don’t believe him. Worse, they can 
find по evidence at the scene of the crime. The law calls 
the teenagers’ parents (Hugh Graham as Mr. Andrews, and 
Elbert Smith and Audrey Metcalf as Henry and Elizabeth 
Martin), who take them home to bed, Certain that a life- 
threatening alien is on the loose, Steve and Jane sneak 
өші of their respective houses and find their friends, 
who are attending an all-night spook show (Bela Lugos 
in DAUGHTER OF HORROR) at the local theater. 
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гегу, a meteorite 


At Steve's urging, the teens try to warn the towns- 
people. Patrolling the town, Steve and Jane notice that 
his dad's grocery store is unlocked. When they enter to 


investigate, the Blob traps them in the шелі freezer 
They escape and pull all the alarms to wake the sleep- 
ing townspeople. Everyone gathers at the store, but the 
Blob has taken a powder and—again—no one believes 
them. Just when it looks like Steve is in big trouble, the 
alien life form infiltrates the movie theater, gobbles up 
the projectionist, and tries to find a good seat in the 
balcony. The audience runs out of the theater scream- 
ing (actually, several of the local extras run out of the 
theater laughing), validating Steve's story. 

In the panic, Jane's kid brother, Danny (Keith Al- 
money), tries to kill the Blob with his toy pistol. Steve 
rescues him, and they become trapped with Jane in a 
diner that's enveloped by the now-huge alien creature. 
{All those yummy moviegoers stuffed with рор 
Finally, Steve figures out that the Blob doesn’t like cold, 
and a mad scramble begins to find CO2 fire extinguish- 
ers. Jane's dad, who happens to be the high-school 
principal, leads the teens to the school to get more ex- 
tinguishers, and when he finds he doesn’t have the key, 
smashes the glass door in with a rock. (His son and daugh- 
ter are about to be absorbed, but he actually hesitates 
before doing this!) The Blob is frozen and dropped 
into the Arctic—but for how long? 

Through this transformative experience, Steve's 
character gradually evolves from a cocky, immature teen, 
to а confused, afraid, defeated young man, and finally, 
into a hero. Interestingly, McQueen's performance len 
his character's initial wild-boy teenage act a grain of 
desperation; we can see in his eyes in the film's opening 
scenes that his character is afraid of facing life without 
his amoebic wall of absorbed rebel personae. He quick- 
ly learns, however, that if he is to succeed and defeat 
the Blob, he will lave to shed his phony, self-protec- 
tive mannerisms and become a selfless leader, even as 
the thing from another world gains layers and layers in 
its mindless absorption of McPeople. 

Genuine rebellion was a tricky thing in the fifties, 
where the concept of co-opting rebellious poses by the 
media was already underway. No sooner would an “al 
ternate lifestyle” like the beatniks appear, than it 
would be both derided by a fearful public but also ab- 
sorbed and adopted, until the outer trappings of the 
lifestyle were transformed into the latest fad. (After all, 
who's afraid of Maynard С. Krebs?) At first, Steve, with his 
Dean/Widmark slouching, is guilty of just such a shal- 
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low absorption of a cultural icon. (Dean, who died at the 
age of 24 on September 30 1955, was already a cult figure 
by 1958.) 

It’s noteworthy, too, that Steve is heir to the big. 
gest "supermarket" in town—his dad's grocery store 
thus linking him to the machinery of absorption, (The 
following year brought another teenage grocery-store 
heir to the public's attention--Dobie Gillis.) The Blob 
lurking in the aisles is really a herald for the all-absorb- 
ing megaplexes that will eventually homogenize and 
normalize all of America and its culture. Steve's store 
will either have to expand or perish. 

In the fifties, such corporate homogenization was 
still a relative novelty. In today's suburban-sprawl na- 
tion, it’s hard to imagine that there was once a time 
when the same five fast food and hotel chains weren't 
at every damned exit on any damned highway. (Even 
highways were new.) Now, a Starbucks Coffee lies 
swallowed inside a monolithic Barnes & Noble inside a 

jant mall The local prefab cineplex plays the same 
Bland Jim Carrey movie in half of its 21 theaters, The teen 
of old had the leather-jacketed James Deans and Elvises 
to emulate, but had only glimpses of them on THE ED 
SULLIVAN SHOW or when the right movie came to 
town; there was still a chance to be oneself, and people 
bored enough to listen, Such an audience and position 
is harder in the МТУ age of today, where one literally 
cannot escape Britney Spears and Justin Timberlake 
saturation bombing. There’s no real rebellious nature 
in the MTV-weaned teenagers of today, no ability to 
shed the layers of personae. They learn the mannerisms 
of the singer du jour, they all get the same nose-ring, but 
the desire to express oneself and be different is hope- 
lessly mixed up with the desire to belong and be ac- 
cepted by one's peers. You mustn't make a fuss when the 
Blob rolls through your town; no, you must mindlessly sit 
in your movie seat and let the red stuff roll aver you. 

With the generation gap playing a significant part in 
all the Blob films, it's noteworthy that the Blob emigrates 
to town via an elderly outsider from the hills, who im- 

orts it to the community that has symbolically cast 
Rim out, "You crazy kidsl- is the adults’ rallying ery, 
and surely the Blob is the greatest enemy to kids, with 
its all-encompassing “sameness.” INVASION OF THE 
BODY SNATCHERS (1956)—that other great sci-fi rally- 
ing cry against encroaching conformity, though it was 
actually intended to warn us of the supposed Commu- 
hist threat to freedom—turned us all into aliens, but 
THE BLOB goes BODY SNATCHERS one better; not only 


ere, Jane is trapped in a grocery stor 


are we aliens, but literally, we are one, The Blob is the 
great equalizer, devouring young and old alike with the 
same impassive relish, It's a reminder of the great, non- 
discriminating scythe-swipe of mortality, the wi 

of the flesh that ensures all Steve McQ 

day be Olin Howlin, 

In order to vanquish this threat, Steve needs to 
grow up and assume the mantle of responsibility, gai 
ing the trust of the police and his parents, essentially 
bridging the gap—perhaps even making it possible for 
society's outcasts to return from the hills before they're 
claimed by terrors from beyond space. The temptation to 
drop out of society rather than try 10 change it gradu 
ally from within would soon be too great to ignore, 
and would ultimately bring about the huge generation 
gap of the sixties. But THE BLOB is fantasy, and Steve 
is ready to take the challenge, 

In order to grow up, Steve has to descend into the 
nightmare realm of myth, his own unconscious, the 
sleep of reason that brings monsters. The film kicks 
back into deep dream mode after Steve and Jane have 
been picked up from the police station by their parents 
(а scene echoing REBEL WITHOUT A CAUSE), and the 

ext scene finds Steve іп bed, waiting for his folks to 
fall asleep so he can sneak out via the window. The pa- 


rental voiceovers resemble Jane's in the earlier scenes; 
they seem dubbed in, like people talking in realit 

heard during а dream. His unseen mother's words 
“Goodnight, dear") are Steve's cue to exit—it's as though 


finally fallen asleep and launched himself into his 
dream. He slides down the side of the house and is 
startled by Jane, who is waiting for him, Her reality in 
his dreamlike existence frightens him, but maybe tha 
because—for the first time—he’s able to see her as truly 
real, as Jane and not Janey-Baby. 

О! course, Steve's mom is the real fright—never 
seen, only heard. Perhaps it’s in contrast to her ghostly 
presence that Steve first grasps Jane's tangibility as a 
"real person" and not an extension or projection of his 
own teenage persona of drag racing and makeout ses- 
sions in he hills. The reduction of the mother in the dream 
world to ghostly presence has fr 
be seen as a real person, thus ma 
Steve's psyche possible 

Still, Steve has a hard time convincing himself that 
what he saw—a big space amoeba—was real. A part of 
him tries to retreat back into the womb, even though 
that dark red space is patently fatal and all-absorbent. 
"Plenty of people in their right minds saw things that 
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d Jane. She now сап 
real change within 


LEFT: Inspired Бу such instant cult classics as REBEL WITHOUT A СА 
able time on car races and other rebellious teen activities before its 
Steve (Steve McQueen) and Jane (Aneta Corsaut) have found an old man (Olin Howlin, in his last film) who's been 


blobbed and brought him to Dr. Hallen (Steven Chase). 


1955), THE BLOB spends consider- 
plot kicks into high gear. RIGHT: 


haves as though he's trying to get away with something, 
as though the audience consists of judgmental parents 
and he’s trying to convince us (and even himself) that he’s 
on the level. The figure he’s addressing, Jane, is repre- 
sented asa ghostly voice, as though she doesn’t exist 
except as his own projection. She is real, though, and ulti- 
mately wants him to stop acting like a cinematic juvenile 
delinquent and attempt to see her as a person. 

And as if it were an answer to her prayers, a meteorite 
falls in the distance. 

The arriving Blob will prove the impetus that Steve 
needs to see through his layers of acquired mannerisms 
and be a real man. Up until the character Steve Andrews 
is motivated to perform heroics, the actor Steve McQueen’s 
performance is itself Bloblike. At the onset of the film, 
he seems to be a guarded young man whose persona con- 
sists of "absorbed" elements from more famous (at the 
time) teenage rebels. He gives us a lot of James Dean 
REBEL WITHOUT A CAUSE slouches and hand gestures, 
and cackles and cringes like Richard Widmark's in KISS OF 
DEATH (1947). Or he tries to act all smooth and says, 
“Relax, Janey, Baby.” 

"Му name’s not Janey Baby; it's Jane . .. just Jane,” 
Jane says. Even at the start of the film, she’s trying to 
peel away his layers of "absorbed" behavior. The impor- 
tance of her name is that it makes her real as a person—and 
at this juncture, Steve has problems with reality. 

Steve and Jane drive around and try to find the me- 
teor, but are unable to do so. Meanwhile, an old coot 
(Olin Howlin) finds it, pokes it with a stick, and gets a 
bit of gooey dreck on his hand as a result. Driving back 
to town, Steve and Jane find him by the side of the road 
and take him to see Dr. Hallen (Steven Chase). The doc 
sends the two teens out to look for the relatives of the 
old man. While they're gone, the thing on the old man's 
hand consumes him and then turns and devours Doc 
Hallen and his nurse, Kate (Lee Payton). Returning, Steve 
witnesses the Blob's attack on the medical profession, 
but when he goes to the cops—the sympathetic Lieuten- 
ant Dave (Earl Rowe) and the antagonistic Officer Ritchie 
(George Karas)—they don't believe him. Worse, they can 
find no evidence at the scene of the crime. The law calls 
the teenagers’ parents (Hugh Graham as Mr. Andrews, and 
Elbert Smith and Audrey Metcalf as Henry and Elizabeth 
Martin), who take them home to bed. Certain that a life- 
threatening alien is on the loose, Steve and Jane sneak 
out of their respective houses and find their friends, 
who are attending an all-night spook show (Bela Lugosi 
in DAUGHTER OF HORROR) at the local theater. 
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At Steve’s urging, the teens try to warn the towns- 
people. Patrolling the town, Steve and Jane notice that 
his dad's grocery store is unlocked. When they enter to 
investigate, the Blob traps them in the meat freezer. 
They escape and pull all the alarms to wake the sleep- 
ing townspeople. Everyone gathers at the store, but the 
Blob has taken a powder and—again—no one believes 
them. Just when it looks like Steve is in big trouble, the 
alien life form infiltrates the movie theater, gobbles up 
the projectionist, and tries to find a good seat in the 
balcony. The audience runs out of the theater scream- 
ing (actually, several of the local extras run out of the 
theater laughing), validating Steve's story. 

In the panic, Jane's kid brother, Danny (Keith Al- 
money), tries to kill the Blob with his toy pistol. Steve 
rescues him, and they become trapped with Jane in a 
diner that's enveloped by the now-huge alien creature. 
(All those yummy moviegoers stuffed with popcorn!) 
Finally, Steve figures out that the Blob doesn't like cold, 
and a mad scramble begins to find СО? fire extinguish- 
ers. Jane’s dad, who happens to be the high-school 
principal, leads the teens to the school to get more ex- 
tinguishers, and when he finds he doesn’t have the key, 
smashes the glass door in with a rock. (His son and daugh- 
ter are about to be absorbed, but he actually hesitates 
before doing this!) The Blob is frozen and dropped 
into the Aretic—but for how long? 

Through this transformative experience, Steve's 
character gradually evolves from a cocky, immature teen, 
to a confused, afraid, defeated young, man, and finally, 
into a hero. Interestingly, McQueen's performance lends | 
his character's initial wild-boy POM act a grain of 
desperation; we can see in his eyes in the film's opening 
scenes that his character is afraid of facing life without 
his amoebic wall of absorbed rebel personae. He quick- 
ly learns, however, that if he is to succeed and defeat 
the Blob, he will have to shed his Eun self-protec- 
tive mannerisms and become a selfless leader, even as 
the thing from another world gains layers and layers in 
its mindless absorption of McPeople. 

Genuine rebellion was a tricky thing. 
where the concept of co-opting rebell 
media was already underway. No soi 
ternate lifestyle" like the beatniks dum than it 
would be both derided by a fearful public but also ab- 
sorbed and adopted, until the outer trappings of the 
lifestyle were transformed into the latest fad. (After all, 
who's afraid of Maynard G. Bd At first, Steve, with his 
Dean/Widmark slouching, is guilty of just such a shal- 
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low absorption of a cultural icon. (Dean, who died at the 
age of 24 on September 30 1955, was already a cult figure 
by 1958.) 

ТЕ5 noteworthy, too, that Steve is heir to the big- 
gest “supermarket” in town—his dad's grocery store, 
thus linking him to the machinery of absorption. (The 
following year brought another teenage grocery-store 
heir to the public's attention—Dobie Gillis.) The Blob 
lurking in the aisles is really a herald for the all-absorb- 
ing megaplexes that will eventually homogenize and 
normalize all of America and its culture. Steve's store 
will either have to expand or perish. 

In the fifties, sub corporate homogenization was 
still a relative novelty. In today's suburban-sprawl na- 
tion, it's hard to imagine that there was once a time 
when the same five fast food and hotel chains weren't 
at every damned exit on any damned highway. (Even 
highways were new.) Now, a Starbucks Coffee lies 
swallowed inside a monolithic Barnes & Noble inside a 
giant mall. The local prefab cineplex no the same 
bland Jim Carrey movie in half of its 21 theaters. The teen 
of old had the leather-jacketed James Deans and Elvises 
to emulate, but had only glimpses of them on THE ED 
SULLIVAN SHOW or when the right movie came to 
town; there was still a chance to be oneself, and people 
bored enough to listen. Such an audience and position 
is harder in the MTV age of today, where one literally 
cannot escape Britney Spears and Justin Timberlake 
saturation bombing. There’s no real rebellious nature 
in the MTV-weaned teenagers of today, no ability to 
shed the layers of personae. They learn the mannerisms 
of the singer du jour, they all get the same nose-ring, but 
the desire to express oneself and be different is hope- 
lessly mixed up with the desire to belong and be ac- 
cepted by one's peers. You mustn't make a fuss when the 
Blob rolls through your town; no, you must mindlessly sit 
in your movie seat and let the red stuff roll over you. 

With the generation gap playing a significant part in 
all the Blob films, it's noteworthy that the Blob emigrates 
to town via an elderly outsider from the hills, who im- 
ports it to the community that has symbolically cast 
him out. “You crazy kids!” is the adults’ rallying cry, 
and surely the Blob is the greatest enemy to kids, with 
its all-encompassing “sameness.” INVASION OF THE 
BODY SNATCHERS (1956)—that other great sci-fi rally- 
ing cry against encroaching conformity, though it was 
actually intended to warn us of the supposed Commu- 
nist threat to freedom—turned us all into aliens, but 
THE BLOB goes BODY SNATCHERS one better; not only 


LEFT: Steve is a rebel without a convincing story when Lieutenant Dave (Earl Rowe) and Officer Ritchie 
(George Karas) won't believe him when he claims the old man and Doc Hallen have been killed by a thing from 
another world. RIGHT: Unfortunately for their credibility rating, only Steve and Jane keep running into the 
Blob before its all-out attack on the local movie house. Here, Jane is trapped in a grocery store. 


are we aliens, but literally, we are one. The Blob is the 
great equalizer, devouring young and old alike with the 
same impassive relish. It’s a reminder of the great, non- 
discriminating scythe-swipe of mortality, the withering, 
of the flesh that ensures all Steve McQueens will one 
day be Olin Howlin. 

In order to vanquish this threat, Steve needs to 
grow up and assume the mantle of responsibility, gain- 
ing the trust of the police and his parents, essentially 
bridging the gap—perhaps even making it possible for 
society’s outcasts to return from the hills before they're 
claimed by terrors from beyond space. The temptation to 
drop out Of society rather than try to change it gradu- 
ally from within would soon be too great to ignore, 
and would ultimately bring about the huge generation 
gap of the sixties. But THE BLOB is fantasy, and Steve 
is ready to take the challenge. 

In order to grow up, Steve has to descend into the 
nightmare realm of myth, his own unconscious, the 
sleep of reason that brings monsters. The film kicks 
back into deep dream mode after Steve and Jane have 
been picked up from the police station by their parents. 
(a scene echoing REBEL WITHOUT A CAUSE), and the 
next scene finds Steve in bed, waiting for his folks to | 
fall asleep so he can sneak out via the window. The ра- 
rental voiceovers resemble Jane's in the earlier scenes; 
they seem dubbed in, like people talking in reality 
heard during a dream. His unseen mother's words 
("Goodnight, dear”) are Steve's cue to exit—it's as though 
he's finally fallen asleep and launched himself into his 
dream. He slides down the side of the house and is 
startled by Jane, who is waiting for him. Her reality in 
his dreamlike existence frightens him, but maybe that's 
because—for the first time—he's able to see her as truly 
real, as Jane and not Janey-Baby. 

Of course, Steve's mom is the real fright—never 
seen, only heard, Perhaps it's in contrast to her ghostly 
presence that Steve first grasps Jane's tangibility as a 
“real person” and not an extension or projection of his 
own teenage persona of drag racing and makeout ses- 
sions in the hills. The reduction of the mother in the dream. 
world to ghostly presence has freed Jane. She now can 
be seen as a real person, thus making real change within. 
Steve's psyche possible. 

Still, Steve has a hard time convincing himself that 
what he saw—a big space amoeba—was real. A part of 

— him tries to retreat back into the womb, even though 
that dark red space is patently fatal and all-absorbent. 
“Plenty of people in their right minds saw things that 
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PAGE 50 LEFT FILM STRIP: A hippie gets a Blob shampoo, Chester Hargis (Godfrey Cambridge) gets blobbed, 
The Blob and Mr. Chicken, Leslie accuses The Blob of being a road hog, a victim has a cross to bear, Sheriff 
Jones (Richard Webb) feels something damp and clammy crawling up his leg, and Paul Taylor (Donovan 
Leitch) calls the cops on The Blob. PAGE 50 RIGHT FILM STRIP: Paul gets blobbed from above, and winds up 
anticipating the killer from SCREAM (1996) by turning into Edvard Munch's painting The Scream, George Ruit 
(Clayton Landey) gets yanked into a drainpipe by the gelatinous fiend, Fran Hewitt (Candy Clark) does her 
Tippi Hedren phone booth impersonation, and Sheriff Geller (Jeffrey DeMunn) goes to pieces. ABOVE: Brian 
Flagg (Kevin Dillon) and Meg Penny (Shawnee Smith) must save the day in the 1988 remake of THE BLOB. 


Thus the movie ends with the townspeople com- 
ing together to smash up the school, and with the 
Blob’s freezing. There's a real optimism at work in the 
film, that the adults can be just as ready for rebel vio- 
lence as the young, and that the young can be just as 
ready to behave responsibly. The generation gap can 
be closed. Note that the film is populated with interest- 
ingly eccentric characters who challenge the status quo 
sameness of the advancing protoplasm: the wild rev- 
elers at a house party; the cop, Dave, who is open-minded 
enough to believe Steve’s cockeyed story about а Blob 
from outer space. Half the town is packed into the mid- 
night show of DAUGHTER OF HORROR (a genuine 
1955 fright film that does not star Bela Lugosi). For 
contrast, go to any suburban party today and you'll 
likely see identical clothes from the same Gap, the 
same football game on the same TV, and the same rock 
blaring from the same Sony sound system bought at the 
same Circuit City. 

THE BLOB harbors a subtextual hope that the id- 
iosyncratic “sharpness” of an awakened rebel teen like 
Steve might ^hip" the adults to the invading generic 
sameness that is soon to sweep the nation. Steve is ul- 
timately shown to actually be a rebel, in that he even- 
tually rejects the commercialized trappings of rebellion 
circa 1959 —the James Dean swagger and Russ Tamblyn 
smirk—to emerge a real figure of a hero. That Steve 
anguishes in his bed, that he has the guts to open up to 
a woman about his self-doubt, or admit to a cop that 
he's scared—what teenager who wraps himself in the 


phony armor of cinema-sanctioned toughness would do 
these things? Steve has left them all behind. 

And what more rousing sight can there be then 

when Jane's dad, the stuffy principal, takes a rock and 
smashes the high school’s glass door? It’s a moment 
meant to get its intended audience cheering, to wake 
the dreamers from the dream—but notice that it's not at 
the expense of the adults. Instead, the adult gets a chance 
to join the party; Jane’s dad smashing the glass is a cel- 
ebration. Adults have been made cool again, and the 
teens have proven themselves worthy of respect. 
Of course, THE BLOB was far too optimistic, and by 1973 
the generation gap had widened to the breaking point and 
beyond. In the films of the late sixties and early seven- 
ties, we saw an America splintered into groups that 
had almost no common cultural language, and a cin- 
ema divided into old-school Hollywood films aimed at 
middle-age audiences released side by side with such 
films as EASY RIDER (1969) and M*A*S*H (1972). By 
1973, the countercultural film had taken over, and the 
sequel to THE BLOB—BEWARE! THE BLOB (1972, aka 
SON OF BLOB)—fit the bill. Less a genuine horror film 
than an extended stoner riff, it pokes fun at hippies ав 
well as straights as it clumsily veers all over the map 
in a drunk-at-the-wheel hipster vein. It's low-rent Robert 
Altman, with an ensemble cast of hip comedians and 
young actors mouthing jiving, improvised dialogue in a 
schizophrenic tone that manages to be neither funny nor 
scary for more than a few seconds at a time. 


Directed on the cheap by DALLAS їзїї? 
man, BEWARE! THE BLOB would later be revived 
during те “Уво ВИВЕЈ. КС" craze of the early eighties, 
where Шанов show up billed as “the movie J. R. shot.” 
Withethat big hype moment all but forgotten, BE- 
WARE! THE BLOB stands today as an interesting time 
capsule, incorporating all sorts of seventies movie styles 
in its amorphous rhythm. Through it all, an insane 
synth soundtrack score by Mort Garson (composer of the. 
hit song "Our Day Will Come") keeps things,reeling 
from one ersatz moment to the next, veering from cop 
show funk to cheesy marching bandit bad psychedel 
rock. At times, there's a sort of high-spirited, rollicking in- 
sanity that conjures up images of Russ Meyer films circa 
the same year, but masily what comes to mind is Altman 
by way of Herschel Gordon Lewis. The narrative is bro- 
ken into shattefed episodes that aren't connected as in 
Altman by,aistreamlined, loose-limbed narrative flow, 
but ratheg f lot of vignettes punc- 
tuated With Blob attacks. 
BEWARE! THE BLOB opens 
willl 3 kitten plunking its way 
through the grass on a sunny dayy 
accompanied by Garson’ s main 
theme synth (which is agéompa- 
nied by echo-laden scréams). As 
with the first filmgthe credit 
sequence is totally disorienting, 
this time suggesting зоте јата of 
tampon commergial from seven- 
ties hell 
Finally, tlie kitten leads us to 
the home of Chester Hargis (God- 
frey Cambridge), an African-Am- 
erican рірейпе worker, Chester. 
has just feturned home to his 
loving wife, Mariane (Marlene 
Clark, best known for the 1969 
cult film PUTNEY SWOPE), after 
three months in the Arctie, Their 
domestic scenes together inime- 
diately set the standard for what 
isto come, creating a lopse; 
provisatory tone filmed 
seventies TV commercial vibe of 
flat calors and bad sound. Chester 
has Sek up a tent in the living room and is getting ready to. 
settle in for a relaxing afternoon of drinking beer and 
watching TV. He prepares for this enterprise by-pour- 
ing all the beer his wife bought him into a single flower 
vase, presumably to speed the “getting drunk” process. As 
with the mechanic killed in the original who planned to 
get “so drutk (he) can't see,” this desire of Chester's 
rors the Blob/s own greedy intentions; While poking 
around in the fridge for cat food, Mariane discovers a con- 
ег of Blob that Chester brought home fromthe fro- 
north. "That's my test sample, baby,” he offers a the 
only clarification as to why Ве would bring such a thing 
home. Of course, Mariane leaves it out of the fridge. 
5008 it has thawed and devoured a Howsefly. And the kit- 
‘And Mariane. 
One can easily deconstruct this domestic scene as 
st. Chester may in fact be a scientifically accredited 
vidual assigned to hold onto th imental Blob 
sample, the result of some sort of minority promotion— 
but due to the improvisatory, occasionally inaudible na- 
ture of the script, it's tough to be sure. If he got that Blob 
sample through proper scientific channels, however, 
a responsibility that he abuses in a most stereotypically 
tess mannerslt’s his focus on getting drunk and 
goofing off, in fact that leaves Blob unattended and leads 
to the horrors to come, It's tough to get a handle on just 
supposed'to think of ol’ Chester, actually. 


bly he's a hard-working pipeline guy, but we 

m only ав а mighty lazy fellow, home for a rest, 
swilling beer and watching the original BLOB on televi- 
sion—an easy target for the real-life Blob, which ironi- 
cally enough he doesn’t seem to recognize as either 
from the movie ог his little cannister. 

Cut to the swinging house of sculptress Lisa Clark 
(Gwynne Gilford) and her gang of friends (among them 
Carol Lysley аз Еее лата Cindy Williams ав а guest 
providing hash brownies), all of them getting ready for a 
surprise birthday party for their friend, Bobby Hartford 
(Robert Walker, Jr... The overlapping hipstet dialogue 
is so thick in this scene that it's difficult to tellwhat's 
going on. (It’s impossible not to sound like Robert Bengh- 
ley as the narrator of 194678 ROAD TO UTOPIA— This, 
seems to be a scene they put in after I saw the picture 
in the studio. Obviously a lot of extras or—l don't 
know"—when discussing BEWARE! THE BLOB.) Next 

же jump to Mr. Edelman (Dick 
Van Patten, hamming it up roy- 
ally) scout master leading a 
bunch of boy scouts (including 
Hagman's Sün, Preston, as Pres- 
ton) on a hike The boys stop to 
say, "Hello, Miss Clark,” then 
"charge" up a hill to set up camp. 
(One thing BEWARE! THE BLOB 
doesn't need is mare camp!) 
Lisa drives over to Chester s 
house in time to вее the Blob 
and Chester in тідейліоп. She 
freaks out and drives away to the 
thumping sound of pseudo-cop- 
show music. The rest afithe film 
Наде Вет fairly hysterieal, try- 
ing—like Steve in the ofiginal— 
to warm the townspeople and 
convince them of the Blob’s real- 
ity. Т the seventies, though, 
and she's dismissed as a drug 
freak by nearly everyone, Only 
Bobby believes Lisa, but they 
can't find much evidence to 
back up her claim. Their car 
Scones intercut with Blob attack 
vignettes to form the bulk of 
не film. (“Some form of life . .. has been killing people 
all night!”) The alien entity tries to attack the couple in 
their car, but thé air éonditioner—accidentally switched 
on—repels i 

Eventually, Bobby and Lisa wind up back at the 
hippie house, Where the party guests greet them. (Тһе 
revelers include Bud Cort in black Beard and thick 
glasses, and, as Joe, Gerrit Graham inja gorilla suit.) But 
for the'hysterical Lisa, everything would be a stone 
groove straight out of Roger Corman’s GAS-S-S-S (1970), 
replete with a psychedelic jam cock score background. 
(The scene is reminiscent оё изз Meyer's 4970 cult 
item BEYOND THE VALLEY.OF THE DOLLS: Both Cort 
and Graham were already—or about to become—cult 
items themselves, the former for 19705 BREWSTER 
McCLOUD and 1971“: HAROLD AND MAUDE, the lat- 
ter for three Brian DePalma films: 196878 GREETINGS, 
1970's НІ, MOM!, and 1974's PHANTOM OF THE PARA- 
DISE.) “I noticed the moon was magnetized, and when I 
saw it I turned into a werewolf,” one hippie intones, as if 
to explain away Lisa's bum trip. The groovy dialogue 
flows like cheap wine, and no one can stop being Б 
long enough to sense her genuine distress. 

Тһе dialogue of the hip, soon-to-bewalen charac- 
ters is occasionally worth пойт Ө its way to the bowl- 
ing alley where itwill'finally go public and start attack- 
ing everyone en masse, the Blob rolls past a barn to soak 


\{ 
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LEFT: Away goes trouble (plüs the kitchen help) down the drain in THE BLOB (1988). RIGHT: In the eighties 
remake, THE BLOB has a government conspiracy to back it up. 


up some stew bums. An unbilled Burgess Meredith is one 
(director Larry Hagman is another) and his dialogue in- 
cludes the lines “You gotta take your beard off, man” and 
"You like the hippies, man, as long ав ње give you some- 
thing, you happy.” His companion teplies, “Hippie 
schmippie, I'll teil you something about brain surgery." 
(With 197175 drug-bust film CLAY PIGEON and the same 
year's SUCH GOOD FRIENDS—in which the former Pen- 
Ruin went featherless—among his early seyenties credits, 
one wonders what Meredith was smoking in those days.) 
In the bowling alley, one of the pin monkeys (Fred 
Smoot) laments that his piano-happy partner “could be 
playing some beautiful Тосана М. Fewgié& They're all 
зо busy doing their beatnik riffing that they fail to see the 
danger dripping down on them. Clever wordplay has 
taken over, rendering communication about real issues 
thoroughly null and void. When the Blob starts pouring 
down the alley toward the bowlers, the panic begins. No 
опе has a correct reaction and people run # all sorts of 
wrong directions. One victim ineffectually waves a cross 
at the thing, as if it were a vampire. (He's so өш of it he's 
in the wrong movi 

In parallel, we have Sheriff Jones (Righard Webb), 
whose inability to take Lisa's warnings seriously has led 
to this situation. Like Lisa's friends at thesparty, he writes 
her ravings off as the work of drugs. (“Maybe you two are 
on a trip or something . .. 1 don't kagW and I don't care.") 
There is real defeat in his voiceya he is not even up to the 


task of trying to arrest her for drugs. The generation gap 
has moved far beyond the hands-on meddling that was 
such a big part of the original BLOB. Here, there is an i 
bility to even approach the other's level thanks to the 
liberating” aspects of psychedelic drugs—or even the 
suspicion of drug use—which have “turned on” one gen- 
eration and let the other far behind. In the original, Steve 
and the adults were reunited against a common foe just as 
they were starting to drift apart. Here, the drift has al- 
ready widened into a veritable sea; all the generations can 
do is curiously eye each other from the uncrossable dis- 
tance as the Blob sucks them through thi 
(Bye bye, Cindy Williams!) Even as this menace forces t 
“opposing teams” to work together, they never quite 
bridge the gap. This space between the stoners and the 
law is where the Blob grows, and that space is massive. 
Unlike the first film, however, wherein the Blob was 
a genuine threat, here it barely has time to register as any 
sort of serious menace to society at all. Our unfriendly 
space amoeba is just a horror signifier, the punctuation 
mark at the end of each improv hipster sketch. A grooved- 
out improv scene is played, then the Blob strikes from 
some clever locale, absorbing its screaming victims, and 
the scene cuts out. BEWARE! THE BLOB seems at times 
like an overlong home movie (“I got an idea; you stand 
here, and the Blob comes out here! Groovy!’ 


Continued on p 


LEFT: A typical America mother reacts calmly upon learning that the Federal Marriage Amendment banning 
gay marriage has failed ÎR the Senate. Sonny wonders if he'll ever again be allowed to play with young Bobby 
down the block. RIGHT: The cast of THE BLOB remake celebrates the destruction of the monster by recreating 


the cheery final sene from WHITE CHRISTMAS (1954) 


Directed on the cheap by DALLAS, stag aE Hag- 
man, BEWARE! THE BLOB-wotuld Tater be revived 
during the "Who,ShoE- f." craze of the early eighties, 
where it would show up billed as "the movie J. К. shot." 
With that big hype moment all but forgotten, BE- 
WARE! THE BLOB stands today as an interesting time 
capsule, incorporating all sorts of seventies movie styles 
in its amorphous rhythm. Through it all, an insane 
synth soundtrack score by Mort Garson (composer of the. 
hit song “Our Day Will Come") keeps things reéling 
from one ersatz moment to the next, veering from cop 
show funk to cheesy marching bando bad psychedelic 
rock. At times, there's а sort of high-spirited, rollicking in- 
sanity that conjures up images of Russ Meyer films circa 
the same year, but mostly what comes to mind is Altman 
by way of Herschel Cordon Lewis. The narrative is bro- 
ken into shattered episodes that aren’t connected as in 
Altman Бу a'streamlined, loose-limbed narrative flow, 
but ratheria lot of vignettes punc- 

tuated with Blob attacks. 

BEWARE! THE BLOB opens 
witha kitten plunking its way 
thfough the grass on a sunny dayy 
accompanied by Garson's main 
theme synth (which is асботра- 
nied by echo-laden screams). As 
with the first filmy the credit 
sequence is totally disorienting, 
this time suggesting ѕоте іта of 
tampon commercial from seven- 
ties hell. 

Finally, the kitten leads us to 
the home of Chester Hargis (God- 
frey Cambridge), an African-Am- 
erican pipeline worker. Chester 
has just returned home to his 
loving wife, Mariane (Marlene 
Clark, best known for the 1969 
cult film PUTNEY SWOPE), after 
three months in the Arctic. Their 
domestic scenes together inime- 
diately set the standard for what 
is to come, creating a loose, im- 
provisatory tone filmed іп a 
seyenties TV commercial vibe of 
flat colors and bad sound. Chester 
has set up a tent in the living room and is getting ready to 
settle in for a relaxing afternoon of drinking beer and 
watching TV. He prepares for this enterprise by pour- 
ing all the beer his wife bought him into a single flower 
vase, presumably to speed the "getting drunk" process. As 
with the mechanic killed in the original who planned to 
get “so drumk (he) can't see," this desire of Chester's 
mirrors the Blob's. own greedy intentions, While poking 
around in the fridge for cat food, Mariane discoyers a con- 
tainer of Blob that Chester brought home from the fro- 
zen north, “That's my test sample, baby,” he offers as the 
only clarification as to why he would bring such a thing 
home. Of course, Mariane leaves it өші of the fridge. 
Soon it has thawed and devoured a housefly, And the kit- 
ten. And Mariane. 

One can easily deconstruct this domestic scene as 
racist. Chester may in fact be a scientifically accredited 
individual assigned to hold onto the experimental Blob 
sample, the result of some sort of minority promotion— 
but due to the improvisatory, occasionally inaudible na- 
ture of the script, it’s tough to be sure. If he got that Blob 
sample through proper scientific channels, however, it's 
a responsibility that he abuses in a most stereotypically 
shiftless шаппег, Is his focus on getting drunk and 
gooting off, in fact; that leaves Blob unattended and leads 
to the horrors to come. It’s tough to get a handle on just 
what we're supposed to think of ol’ Chester, actually. 


Ostensibly he’s a hard-working pipeline guy, but we 
see him only as a mighty lazy fellow, home for a rest, 
swilling beer and watching the original BLOB on televi- 
sion—an easy target for the real-life Blob, which ironi- 
cally enough he doesn’t seem to recognize as either 
from the movie or his little cannister. 

Cut to the swinging house of sculptress Lisa Clark 
(Gwynne Gilford) and her gang of friends (among them 
Garol-Lynley as ГезНе, апа Cindy Williams as a guest 
providing hash brownies), all of ет getting ready for a 
surprise birthday party for their friend, Bobby Hartford 
(Robert Walker, Jr.). The overlapping hipster. dialogue 
is so thick in this scene that it's difficult to tell'what's 
going on. (It's impossible not to sound like Robert Bench- 
ley as the narrator of 1946's ROAD TO UTOPIA—"This 
seems to be a scene they put in after I saw the picture 
in the studio. Obviously a lot of extras or—I don't 
know”—when discussing BEWARE! THE BLOB.) Next 

we jump to Mr. Edelman (Dick 
Van.Patten, hamming it up roy- 
ally), a.scout master leading а 
bunch оЁЪоу scouts (including 
Hagman's son, Preston, as Pres- 
ton) on a hike, The boys stop to 
say, "Hello, Miss Clark," then 
"charge" up a hill to set up camp. 
(One thing BEWARE! THE BLOB 
doesn't need is mare camp!) 
Lisa drives over to Chester's 
house in time to see the Blob 
and Chester іп mid-union. She 
freaks out and drives away to the 
thumping sound of pseudo-cop- 
show music. The rest of the film 
finds her fairly hysterical, try- 
ing—like Steve in the original— 
to warn the townspeople and 
convince them of the Blob's real- 
ity. I$ the seventies, though, 
and she’s dismissed as a drug 
freak by nearly everyoné. Only 
Bobby believes Lisa, but they 
can't find much evidence to 
back up her claim. Their car 
Scenes intercut with Blob attack 
vignettes to form the bulk of 
the film. (“Some form of life . . . has been killing people 
all night!”) The alien entity tries to attack the couple in 
their car, but. the air conditioner—accidentally switched 
on—repels И. 

Eventually, Bobby and Lisa wind up back at the 
hippie house, Where the party guests вЕГ-“ **-— тм 
revelers include Bud Cort in Маск Бе 
glasses, and, as Joe, Gerrit Graham in a gt 
for the hysterical Lisa, everything wot 
groove straight out of Roger Corman’s GA 
replete with a psychedelic jam rock scor 
(The scene is reminiscent о Ќи55 Ме 
item BEYOND THE VALLEY. ОЁ THE DO 
and Graham were already—or about to 
items themselves, the former for 1970’: 

McCEOUD and 1971's HAROLD AND N 
ter for three Brian DePalma films: 1968's 
1970's HI, МОМ!, and 1974's PHANTOM ( 
DISE.) “I noticed the moon was magnetizi 
saw it I turned into a werewolf,” one hippi 
to explain away Lisa's bum trip. The gi 
flows like cheap wine, and no one can s! 
long enough to sense her genuine distres 

The dialogue of the hip, soon-to-be 
ters is occasionally worth noting. Оп its w 
ing alley whereitwillfinally go public ar 
ing everyone en masse, the Blob rolls past 


LEFT: Away goes trouble (plus the 
remake, THE BLOB has а g 


up some stew bums. An unbilled Burgess Meredith is one 
(director Larry Hagman is another), and his dialogue in- 
cludes the lines “You gotta take your beard off, man" and 
“You like the hippies, man, as long as we give you some- 
thing, you happy.” His companion replies, "Hippie 
schmippie, I'll tell you something about brain surgery.” 
(With 1971's drug-bust film CLAY PIGEON and the same 
year's SUCH GOOD FRIENDS—in which the former Pen- 
өшіп went featherless—among his early seventies credits, 
one wonders what Meredith was smoking in those days.) 
In the bowling alley, one of the pin monkeys (Fred 
Smoot) laments that his piano-happy partner “could be 
playing some beautiful Tocatta N. Fewgies," They're all 
so busy doing their beatnik riffing that they fail to see the 
danger dripping down on them. Clever wordplay has 


taken over, rendering communication about real issues 
thoroughly null and void. When the Blob starts pouring 
down the alley toward the bowlers, the panic begins. No 
one has a correct reaction and people run йй all sorts of 
wrong directions. One victim ineffectually Waves a cross 


at the thing, as if it were a vampire. (He's so out of it he's 
in the wrong movie!) 

In parallel, we have Sheriff Jones (Кісһага Webb), 
whose inability to take Lisa’s warnings seriously has led 
to this situation. Like Lisa's friends at theparty, he writes 
her ravings off as the work of drugs. (“Maybe you two are 
on a trip or something . . . I don't know and I don't care.”) 
There is real defeat in his voice, 45 he is not even up to the 


LEF 


chen help) down the drain 
Inment conspiracy to back it up. 


n THE BLOB (1988). RIGHT: In the eighties 


task of trying to arrest her for drugs. The generation gap 
has moved far beyond the hands-on meddling that was 
such a big part of the original BLOB. Here, there is an in- 
ability to even approach the other's level thanks to the 
“liberating” aspects of psychedelic drugs—or even the 
suspicion of drug use—which have "turned on" one gen- 
eration and let the other far behind. In the original, Steve 
and the adults were reunited against a common foe just as 
they were starting to drift apart. Here, the drift has al- 
ready widened into a veritable sea; all the generations can 
do is curiously eye each other from the uncrossable dis- 
tance as the Blob sucks them through the sewer grates. 
(Bye bye, Cindy Williams!) Even as this menace forces the 
“opposing teams" to work together, they never quite 
bridge the gap. This space between the stoners and the 
law is where the Blob grows, and that space is massive. 

Unlike the first film, however, wherein the Blob was 
a genuine threat, here it barely has time to register as any 
sort of serious menace to society at all. Our unfriendly 
space amoeba is just a horror signifier, the punctuation 
mark at the end of each improv hipster sketch. A grooved- 
out improv scene is played, then the Blob strikes from 
some clever locale, absorbing its screaming victims, and 
the scene cuts out. BEWARE! THE BLOB seems at times 
like an overlong home movie (“I got an idea; you stand 
here, and the Blob comes out here! Groovy!”) 


Continued on page 62 


: A typical Атегісай mother reacts calmly upon learning that the Federal Marriage Amendment banning 
gay marriage has failed'im the Senate. Sonny wonders if he'll ever again be allowed to play with young Bobby 
down the block. RIGHT: The cast of THE BLOB remake celebrates the destruction of the monster by recreating 


the cheery final scene пот WHITE CHRISTMAS (1954). 


KAY LINAKER 
Continued from page 44 


made the test and Jimmy asked for 
you, but Margaret Lindsay got the 
part. So ask for your release before the 
picture comes out.” I talked it over with 
my agent and he got my release. When 
ROAD GANG was released, Jack Warner 
wanted me back. He said, “Look, I’ve 
made a terrible mistake; I should have 
never given her a release.” My agent said, 
"She's going to stay free-lance”—and 1 
did, for my entire career. Everybody 
thinks I was under contract to 20th 
Century, but I wasn't. I just free-lanced. 
Money-wise, it was much better. 

SS: When you're а free-lance actor, you 
don't have ihe protection of a studio, though. 
KP: Well, that's not quite true. You'd 
get parts as a free-lance actor because 
they figured they could get you cheaper 
and—if you were good—they could of- 
fer you a contract. And if you were in a 
bad picture and you were good, it did- 
n't make any difference, because you 
were good! The idea that the studio pro- 
tected you was a false thing promul- 
gated through the studios in order to 
get people under contract for less mon- 
ey, and keep ‘em under contract for less 
money. At the time I was making films, 
the studio system was not too bad for 
free-lancers. People under contract had 
trouble, though. Jack Warner saw Oli- 
via DeHavilland in a production of A 
MIDSUMMER NIGHT'S DREAM at the 
Hollywood Bowl and put her under 
contract. He had this idea of making a 
super-duper film which was going to 
introduce the motion-picture viewing 
public to Shakespeare. Jimmy Cagney was 
in itand Mickey Rooney played Puck. It 
was a prestigious film and they used all 
their contract players. Max Reinhardt 
was the director and he spoke no Eng- 
lish. The assistant director was Michael 
Curtiz. He spoke German and could 
translate what Max Reinhardt wanted 
to the actors. Unfortunately, it didn’t get 
the response that Jack Warner wanted, 
but he did get people under contract 
for very little money, including Olivia 
DeHavilland. Warner was very stingy 
and Olivia finally sued him in order to 


54 SCARLET STREET 


get out of her ba- 
sic contract. Bette Davis 
sued him, too. Bette Davis was not 
pretty—and, in her first two or three 
tilms, she was stinkin’ lousy—but then 
she did Somerset Maugham’s OF HU- 
MAN BONDAGE and became a star. 

SS: A standard contract ran for seven years, 
KP: Seven years, and you were supposed 
to get more money as you went along— 
except that Jack Warner always had an 
excuse not to give you more money 
He'd tell you how much money your last 
film lost; he was a great manipulator. 
He was always trying to prove to ev- 
erybody that his brother who died 
wasn’t the real genius; he was the real 
genius! He was an interesting man. If 
you looked at Jack Warner from Jack 
Warner's point of view, he was not a 
nasty, conniving man. He didn't try to 
hurt people; he just tried to get the best 
deal he could. 

55: You appeared in a number of Charlie Chan 
mysteries. 

KP: Yes, CHARLIE CHAN IN MONTE 
CARLO was my first—but quite frank- 
ly, I don't remember the tilles of all of 
them. Some were very small bits, and 1 
even played an apparition in one. I 
didn't gel screen credit for that one. 
They wouldn't give me screen credit 
because I was an illusion. (Laughs) It 
was something about a phony mystic— 
CHARLIE CHAN AT TREASURE IS- 
LAND. I was in the last Charlie Chan 
starring Warner Oland and the first 
one with Sidney Toler. Sidney decided 
that he wasn’t going to copy Warner's 
performance. There were certain 
things he’d have to do to keep the 
continuity the same, but he wasn’t an 
imitator. He did his own version of 
Chan, but it was done from the stand- 
point of the Charlie Chan books. His 
sense of humor was completely accord- 
ing to the original Chan. 

55: What did they do to make you look like 
an apparition in CHARLIE CHAN AT 
TREASURE ISLAND? 

KP: Well, I put my head through a black 
jersey. It clung right along my hairline, 
so that you'd just see my face. They 
put gummy makeup on me, which 
wasn't powdered down. They put the 
stuff on my face, then pulled their 
hands away and it left peaks and bumps 
and lumps. Then they sprayed it with 


something and put powder on it. I was 
sitting on a platform—I was about eight 
feet off the floor—so that they were 
shooting up at me. There was no way 
1 could get out until somebody pulled 
the zipper. We shot all morning and 
then lunch was called. And everybody 
went to lunch and they forgot about me! 
(Laughs) They left me sitting up there! 
screamed and yelled, but the stages 
were soundproof and the doors were 
shut. Finally, somebody came in to 
check on the lights and heard me. They 
unzipped me and I was a most unappe- 
tizing thing. I went into the commis- 
sary for lunch and people got sick at the 
sight of me! I didn't care! 

SS: There was nearly a fatal accident on 
CHARLIE CHAN'S MURDER CRUISE. A 
gentleman was supposed to choke you. 

KP: And he did! He had served in World 
War One and was shell shocked. Some- 
thing snapped and it probably was two 
or three months before he was able to 
work again. His wife called me to apolo- 
gize and I said, "Let's just forget about 
it, because it has nothing to do with who 
the man is under ordinary circum- 
stances." But if it hadn't been for the 
second cameraman helping me, who 
knows what might have happened? Both 
my arms were in casts, and 1 was tied in 
a wheelchair. I couldn't push him away. 
The scene was on a ship. Everybody went 
out into the corridor, and the camera was 
dollying with them, and suddenly the 
cameraman who was playing out the 
cable behind the dolly saw what was 
happening and screamed, "Cut!" 

SS: Thank God! What can you tell us about 
Charlie Chan's sons? 

KP: Well, Victor Sen Young was an abso- 
lute darling—not that all of ‘em weren't 
charming. On CHARLIE CHAN IN 
RENO, there was a young Chinese girl 
who played a maid. She was a darling; 
her name was Iris Wong. We were all 
trying to fix her up with Sen Young, 
because they were so cute together. A 
friend of Sen's came on the set and he 
was a nice guy—but Sen was all bub- 
bly and this chap was flat! We thought 
Sen was a much better choice for Iris. 
Well, aíter we'd been working for two 
weeks, we moved to another set that 
they'd just finished painting. They 
used banana oil in the paint and it re- 
ally smelled to high heaven, those ba- 


nanas! Iris said, “Oh, my God! I'm gon- 
na be sick!” Nobody thought much 
about it, except that the next day she 
was looking fine but again said she was 
nauseated. Finally, on the third day, she 
said, “Oh, when does this morning sick- 
ness stop?” I said, “Morning sickness? Oh, 
my God, Iris!” And she said, “Well, the 
guy who's been visiting the set—he’s 
my husband. My family doesn’t approve 
of him, so we haven't said anything. No- 
body knows except vou." So that was the 
end of our plans for Iris and Sen—but 
I'm the godmother of that child. 

SS: What about another oj Charlie's sons— 
Keye Luke? 

КР: Keye Luke was a brilliant artist— 
really talented, really gifted. He was 
also extremely bright. He was quieter 
than Sen, but he had a lovely pixie 
sense of humor. He was always one step 
ahead of everybody else. And he had 
marvelous concentration; as an actor, he 
had wonderful concentration. 

SS: He argued with Sol Wurtzel about the 
character of Lee Chan. He wanted his charac 
ter to be smarl once in awhile, but Wu 
said there was only one smart detective and 
that was Charlie Chan. 

KP: Sol Wurtzel happened to be a very 
wise man. He was a big man; physi- 
cally, he was very big. I must have 
been in his office a dozen times before 1 
saw him stand up. He sat behind the 
desk in his three-button suit with a ves 
He was not a particularly handsome 
man; his features were coarse and heavy. 
He had a pair of eyes that were hooded, 
and every once in awhile he'd open 
them wide and you'd see why he kept 
his eyes half closed all the time. They 
were twinkling! You couldn't help but 
grin when you saw his eyes wide open. 
When your agent was trying to get you 
an exira $500 and you were sitting 
there, he made it a point never to look 
at you; he'd concentrate on the agent. 
He glanced up one day and I was grin- 
ning. And he looked at me and we 
both burst out laughing! After that, 
whenever I saw him on the lot, he’d 
say, “Hi, Giggles!” 

SS: That's a cule story. Warner Oland had a 
serious drinking problem, didn’t he? 

KP: Warner was a thorough gentleman; 
he was delightful! He was on time every 
morning and just as gracious and charm- 
ing as he could possibly be, and he had 


Page 54 LEFT: Kay Linaker shares a good laugh on the 
set of a Charlie Chan mystery with Mr. Chan himself— 


Warner Oland. PAGE 54 RIGHT: A confrontation be- 
tween Jeanne Bentley (Louise Henry) and Mrs. Russell (Kay 
Linaker) in CHARLIE CHAN IN RENO (1939) is wit- 
nesses by Dr, Ainsley (Ricardo Cortez), LEFT: The body of 
Jeanne Bentley is discovered by the hotel night clerk 
(Hamilton MacFadden), Mrs. Russell, and Mary Whitman 
(Pauline Moore) in CHARLIE CHAN IN RENO. 


a lovely sense of hu- 
mor. But he had a 
problem. When the 
Charlie Chan pictures 
were made, all his 
closeups were done 
first thing in the 
morning because he 
drank sherry with ab- 
sinth chasers and you could see the fog 

in his eyes. He'd sit in his canvas 
dressing room on the set for the rest of 
the day and then, when we were dis- 
missed, he was dismissed along with 
everybody else. He was such a charm- 
ing gentleman and so very delightful 
that nobody ever said anything—but ab- 
sinth is a very dangerous drink and it 
just got to him, It was just after CHAR- 
LIE CHAN AT MONTE CARLO that 
he disappeared, and they finally found 
him after several serious months of 
looking for him. He went back to where 
he was born and was really out of it. 
SS: You were in CHARLIE CHAN IN RENO 
and CHARLIE CHAN IN RIO, both of which 
had small roles for Hamilton MacFadden, 
who had originally been the director on the 
series when it started. 


house party in RIO, yes. Hi 

anything about having. 

films. He was just d 

was а nice guy. 

SS: RIO was din сіс arry Lachman, the 
5 seems to have really 

nt? 

US Fie was just 

was bored with what he 

just wasn't particularly 


in when We were neighbors was 
his wife’$health and her happiness 

and his garden at Malibu. He was a 

very nicé gent and his wife was an 


8. 
ked with Charlie Chan, but never 


although you did make a 
К-ИР with Peter Lorre. 
a darling! What people 
is that, when you went 


Peter was particu 
played Ralph Mg 
in CRACK-UP 


Ocean. Ralph Morgan played the man. 
He had а young man working for 
him, played by Lester Matthews, and 
Ralph married a younger woman. She's 
an unpleasant, irresponsible person, 
and she has an affair with his young, 
protegé. That accounts for the fact that, 
when the flight finally takes off, Ralph 
goes along because he’s discovered 
What's going on between his protegé 
and his wife. That's what the film was 
supposed to be about, up to that point. 
SS: But it wasn't the way it wound up? 
KP: After the picture was finished, there 
was a two-week break and then we 
were called back. We went on the sound- 
stage and it was all set up for me to throw 
a bottle of champagne at the aircraft and 
say, “I christen thee Wild Goose.” Ralph 
and Lester were sitting beside me. I 
threw the bottle and they cut all of us out 
of the beginning of the film! The whole 
beginning was cut, and Ralph appears 
in the plane as it’s foundering and sink- 
ing and the water is rising in the cock- 
pit. Nobody knows how the hell he got 
there! (Laughs) Someone got the bright 
idea to improve Peter Lorre’s part and 
go Donlevy’s part, so 


or other—he had a harmonica 
tle whistle that he played and he ¥ 
around being goony. 


Continued on 
page 78 
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Musicals 


ews by Anthony Dale and R 


sy- Hé only had to 
fight Mothra, King Kong, Bil- 
tante; Ghidrah, Megaloo, Rodan, A's- 
окоп», amd a few other Tizards from the 

oF leagues. He never had to face 
ie meleuric, overpowering force af 
nature called Ethel Merman. Neither, 
forthe most part, did moviegoers— 
and that's a shame. The Merm made 
less than two doz. lms in 
Whose primary focus was the 
And of those films, only two st 
her in roles she originated on the Great 
White Way—ANYTHING GOES (1936) 
and CALL ME MADAME (1953) 


Though ANYTHING GOES is eruelly 
bowdlerized (missing such Cote Barter 
gems as “Blow, Gabriel, Blow’ aud “AML 
‘Through the Night’), CALL ME MADAM 
(20th Century Fox Home Video, $14.98) 
is a brassy delight, Merman plays W h- 
ington hostess Sally Adams, a cha: ace 
ter based on the real-life Pearl Mesta, 
who'd been appointed Ambassador t 
Luxembour: hy President Harry Troman 
Tn MADAM Sally's pal Harry ships her 
olf to the Grand Duchy of Lichtenburg, 
where she wins over the citizens (а. 
ter first calling them "grand Duteh- 
men"), Romance blossoms between 
Sally and Cosmo Constantine (George 
Sander- . Lichtenburg’s suave for- 
ign minister, Meanwhile, Sally's 
press attache, Ken- 

eth Gibson (Don 
214 O'Connor), 
falls hard for 
the Princess Ma- 
Ча (Vera-Ellen), 
creating diplo- 

matic chaos. 
Merman 
commands 
the sereen, 
belting өші 
a bright and 
bouncy Irv- 

ing Ber 
score that 
includes 


and 


More* 


Richard Valley 


"The Montes: ^ iuh the Mastess on the 
Ball,” “Сап You Use Any Money Today 
and “The Best Thing for You." She also. 
proves Herself mistress of the tart ane- 
Hiner. (Walter Slezak, ws Auguste Tants 
tirs 71 want you to call me ^ aguste 
Sully: "Well, that'll be soon enough. ] 

Force of nature that she is, Merman 
sill isn't the whole show. Slezak, Billy 
De Wolfe, and Steven Ceray contrib- 
че comedy from the sidelines, Vera- 
Ellen dances charmingly, and Sanders, 
warbling " Marrcing for Love,” surprises 
‘with a remark. y warm baritone. then 
there's O'Connor, who would reteam 
with Merman for another Berlin ех. 
Fravaganza— THERE'S NO BUSINESS 
LIKE SHOW BUSINESS (1954), The year 
before MADAM, O'Connor had all but 
stolen the show in MGM's SINGIN 
IN THE RAIN (1952). Here, he dances 
up а storm, croons the hit tune "It's a 
Lovely Day Today," and, partnered by 
Merman, socks the show's showstop- 
ping "You're Just in Love” out of the 
bail park. 

Fox's DVD transfer could stand some 
improvement, but it's been years si 
CALL ME MADAM was legitimately 
seen in any format and it seems cruel 
to quibble. There's both а mono and 
stereo soundtrack; both missing the 
first few notes of the opening credit 
music. Miles Krueger provides a com- 
mentary, but efforts should have been 
made to get O'Connor on record before 
his death in September 2003. 

Ethel Merman's Hollywood his- 
tory is an all-too-common one. Few 
Broadway musicals make the trip. 
from stage to sereen with stars 
intact. A case in point-- HELLO, 
DOLLY! (1969). 

It's often been called а beh 
moth that marked the death of 
the big-screen musical. И features 
Jove-her-or-hate-her Barbra Streis- 
and in only her second 
Adapted and opened wide. 
‘wide—from the megahit Broadway 
musical by screenwriter Ernest Leh- 
man, HELLO, DOLLY! (20th Cen- 
tury Fox Home Video, $14.98) came to 
the screen as if an MGM musical had 
found it» way onto the 20th Century 
Fox lot. The simplistic story of a wide 
owed matchmaker, Dolly Levi (Streis- 
and), who sets her heart on “unmarried 
halt-a-millionaire" Horace Vander- 
gelder (Walter Matthau) bounces along 
to the strains of Jerry Herman's hum- 
mable score, making the 150 minutes 

mirth and merriment seem far less 
time consuming. 

It was thought that Streisand, then 
a mere 27, was too young for the role of 

Dolly. Thorton Wilders original ere- 


LEFT TOP: YOU'LL NEVER Gt t RICH (1941) was the first starring Ye- 
hicle for Fred Astaire and Rita Hayworth. LEFT CENTER: Dorothy Ea- 
mour sings " Lovely Luawana Lady" in THE GREATEST SHOW O IARTA 
(1952). LEFT BOTTOM: The circus audience watches, spellbound. 
RIGHT TOP: Donald O'Connor, Ethel Merman, George Sanders, and 


Vera-Ellen in CALL ME MADAM (1953), RIGHT CENTER: A DAY AT THE 
RACES (1937) «2s the Marx Brothers’ second MGM comedy. RIGHT BOT- 
TOM: Use Bon nan, Rite Hayworth, Gita: Keuper, ина Eve Ardea tage 


wedding bells in COVER GIRL (1944). 


part—had usually been associated 
With women of a certain age, includ- 
ing the supremely gifted Carol Chan- 
ning (the original singing Dolly). 
Streisand's not entirely at ease in 
the acting department, but every- 
thing comes į sether when she tack- 
Jes the tunes, Having Gene Kelly at the 
helm insured that each musical num- 
ber—there are over a dozen—looks as 
splendid as possible, whether Dolly 
amed in а gaslight window (оға 
tender ballad or bedecked in lavender 
while belting 2 high E amidst a pa- 
de of red uniforms. For the title tune, 
Streisand effortlessly executes Mich- 
acl Kidd's aerobatic dance steps (grant- 
ed, the gypsies behind her are there 
lo make her look better than she i 
before historically joining jazz ma-t 
Louis Armstrong for a chorus. 


Released at a time when inde- 
pendent films (1969's EASY RIDER) 
and gritty realism (1969's MID- 
NIGH | COWBOY) were the big 
box-ottice winners, the frilly frou 

iness of DOLLY! went under- 


appreciated. Itis still not a per- | 


fect film, but it makes for a perfect. 
DVD. Presented їп all its wide- 
screen glory and with the original 
multichannel soundtrac .. HELLO, 
DOLLY! is a wonderful return to. 
musical filmmaking at its finest 
Let's hope Dolly “will never go 
away again.” 

Another superstar of the stage 
who only made a handful of films 
was Gertrude Lawrence, and the 
story of her life as a STAR! (20th Cene 
tury Fox Home Entertainnvent, $14.98) 
became a megamusical in 1968. 
Robert Wise's film benefits from 
Julie Andrews’ surefire, four-octave 
tange—a surplus of power when tack- 
ling material originally written for 
the limited lungs of Lawrence, that 
flamboyant fixture of Broadway and 
London for nearly three decades, 
Lawrence is barely known today; 
nor was hers a household name at the 
time of the film's release. 

William Fairchild's screenplay 
rarely offers a glimmer into whal 
made Lawrence a major star. It's а 
straightforward film, following 
Gertie's humble beginnings to suc- 
cess as the loast of the theatrical 
set, STAR! (1968) exists primarily to 
show off the talents of Andrews at 
the height of her own American 
popularity. She sings, dances (adept- 

Michael Kidd's athletic cho- 
phy), swears, and trilly a 
dozen or su songs from the Great 


1 Massey provides. 
most of the film's bi 

Fox's DVD release contains an 
authoritative commentary. track 
from director Wise, sharing the mi- 
crophone with the unbilled Kidd and 
Andrews. Surprisingly, since the 
film nearly sunk the studio, Fox has 
gathered lots of special features for 

* disc, including the 25th Ann 
versary featurette SILVER STAR (f 
Which cast and crew regrouped for 
a theatrical showing), trailers, and 
Massey's screen tests. 

STAR!'s crowning jewels are its 
nine major production numbers, 
which grow in opulence as the pic 
ture progresses and culminate in 
over-the-top, circus-themed, bump- 
and-grind "Saga of Jenny” from Broad- 


Way s LADY IN THE DARK (1941). 
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odzilla had it easy, He only Над to 

fight Mothra, King Kong, Biol- 
lante, Ghidrah, Megalon, Rodan, Any- 
orons, and а few other lizards from the 
minor leagues. He never had to face 
the meteoric, overpowering force of. 
nature called Ethel Merman. Neither, 
forthe most part, did moviegoers— 
and that's a shame. The Merm made 
less than two dozen films in a career. 
whose primary focus was the theater: 
And of those films; only two starred 
her in roles she originated on the Great 
White Way—-ANYTHING GOES (1936) 
and CALL ME MADAM (1953). 


eviews by Anthony Da 


Though ANYTHING GOES is cruelly 
bowdlerized (missing such Cole Porter 
ems as “Blow, Gabriel, Blow” and “All 
Through the Night"), CALL ME MADAM 
(20th Century Fox Home Video, $14.98) 
is a brassy delight; Merman plays Wish 
ington hostess Sally Adams, à charac 
Тег based on the real-life Pearl Mesta, 
who'd been appointed Ambassador to 
Luxembourg by President Harry Truman. 
In MADAM, Sally's pal Harry ships her 
off to the Grand Duchy of Lichtenburg, 
where she wins over the citizens (af- 
ter first calling them “grand Dutch- 
men”), Romance blossoms between 
Sally and Cosmo Constantine (George 
Sanders), Lichtenburg's suave for- 
eign minister. Meanwhile, Sally's 
press attache, Ken- 
пет Gibson (Don- 
ald O'Connor), 
falls hard for 
the Princess Ma- 
ria (Vera-Ellen), 
creating diplo- 
matic chaos, 
Merman 
commands 
the sereen, 
belting out 
a bright and 
bouncy Irv- 
ing Berlin 
score that 
includes 


s 


le and Richard Valley 


“Тһе Hostess With the Mostess ол the 
Ball,” “Сап You Use Any Money Today,” 
and “The Best Thing for You." She also 
proves herself mistress of the tart one- 
linet. (Walter Slezak, as Auguste Tant- 
Inin: “1 want you to call me Auguste.” 
Sally: "Well, that fl be soon enough.) 

Force of nature that she is, Merman 
still isn’t the whole show. Slezak, Billy 
De Wolfe, and Steven Geray contrib- 
ute comedy from the sidelines, Vera- 
Ellen dances charmingly, and Sanders, 
warbling “Marrving for Love,” surprises 
with a remarkably warm baritone, Then. 
there's O'Connor, who would reteam 
with Merman for another Berlin ex- 
travaganza—THERE'S NO BUSINESS 
LIKE SHOW BUSINESS (1954). The year 
before MADAM, O'Connor had all but 
stolen the show in MGM's SINGIN’ 
IN THE RAIN (1952). Here, he dances 
up a storm, croons the hit tune "It's a 
Lovely Day Today,” and, partnered Бу 
Merman, socks the show's showstop- 
ping "You're Just in Love” out of the 
ball park. 

Fox's DVD transfer could stand some 
improvement, but it’s been years since 
CALL ME MADAM was legitimately 
seen in any format and it seems cruel 
to quibble. There's both a mono and 
Stereo soundtrack, both missing the 
first few notes of the opening credit 
music. Miles Krueger provides a com- 
mentary, but efforts should have been 
made to get O'Connor on record before 
his death in September 2003. 

Ethel Merman's Hollywood his- 
tory is an all-too-common one. Few 
Broadway musicals make the trip 
from stage to screen with stars 
intact. A case in point —HELLO, 
DOLLY! (1969). 

It's often been called а behe- 
moth that marked the death of 
the big-screen musical. It features 
love-her-or-hate-her Barbra Streis- 
and in only her second film. 
Adapted and opened wide—very 
wide—from the megahit Broadway 
musical by screenwriter Ernest Leh- 


ж man, HELLO, DOLLY! (20th Cen- 


tury Fox Home Video, $14.98) came to 
the screen as if an MGM musical had 
found its way onto the 20th Century 
Fox lot. The simplistic story of a wid- 
owed matchmaker, Dolly Levi (Streis- 
and), who sets her heart on "unmarried 
half-a-millionaire" Horace Vander- 
gelder (Walter Matthau) bounces along 
to the strains of Jerry Herman's hum- 
mable score, making the 150 minutes 
of mirth and merriment seem far less 
time consuming. 

It was thought that Streisand, then 
a mere 27, was too young for the role of 
Dolly. Thorton Wilder's original cre- 
ation—and its musical counter- 


LEFT ТОР: YOU'LE NEVER GET RICH (1941) was the first starring ve- 
hicle for Fred Astaire and Rita Hayworth. LEFT CENTER: Dorothy La- 
mour sings "Lovely Luawana Lady" in THE GREATEST SHOW ON EARTH 
(1952). LEFT BOTTOM: The circus audience watches, spellbound. 
RIGHT TOP: Donald O'Connor, Ethel Merman, George Sanders; and 
Vera-Ellen in CALL ME MADAM (1953). RIGHT CENTER: A DAY AT THE 
RACES (1937) was the Marx Brothers’ second: MGM comedy. RIGHT BOT- 
TOM: Lee Bowman, Rita Hayworth, Otto Kruger, and Eve Arden hear 


wedding bells in COVER GIRL (1944). 


part—had usually been associated 
with women of a certain age, includ- 
ing the supremely gifted Carol Chan- 
ning (the original singing Dolly). 
Streisand's not entirely at ease іп 
the acting department, but every- 
thing comes together when she tack- 
les the tunes. Having Gene Kelly at the 
helm insured that each musical num- 
ber—there are over a dozen—looks as 
splendid as possible, whether Dolly 
is framed in a gaslight window for a 
tender ballad or bedecked in lavender 
while belting a high E amidst a pa- 
rade of red uniforms. For the title tune, 
Streisand effortlessly executes Mich- 
ael Kidd’s acrobatic dance steps (grant- 
ed, the gypsies behind her are there 
to make her look better than she is) 
before historically joining jazz master 
Louis Armstrong for a chorus. 


Released at a time when indè- 
pendent films (1969's EASY RIDER) 
and gritty realism (1969's MID- 
NIGH | COWBOY) were the big 
box-office winners, the frilly froth- 
iness of DOLLY! went under- 
appreciated. It is still not a per- 
fect film, but it makes for a perfect 
DVD. Presented in: all its wide- 
screen glory and with the original 
multichannel soundtrack, HELLO, 
DOLLY! is а wonderful return to 
musical filmmaking at its finest. 
Let’s hope Dolly “will never go 
away again.” 

Another superstar of the stage 
who only made a handful of films 
was Gertrude Lawrence, and the 
story of her life as a STAR! (20th Cen- 
tury Fox Home Entertainment, $14.98) 
became a megamusical in 1968, 
Robert Wise's film benefits from 
Julie Andrews’ surefire, four-octave 
range—a surplus of power when tack- 
ling material originally written for 
the limited lungs of Lawrence, that 
flamboyant fixture of Broadway and 
London for nearly three decades. 
Lawrence is barely known today; 
nor was hers a household name at the 
time of the film's release, 

William Fairchild's screenplay 
rarely offers a glimmer into what 
made Lawrence a major star. It’s а. 
straightforward film, following 
Gertie's humble beginnings to suc- 
cess as the toast of the theatrical 
set. STAR! (1968) exists primarily to 
show off the talents of Andrews at 
ight of her own American 

. She sings, dances (айері- 

hael Kidd's athletic cho- 


American (and British) Songbook. 
As Lawrence's lifelong chum, Noel 
Coward, Daniel Massey provides 
most of the film's biting wit. 

Fox's DVD release contains an 
authoritative commentary track 


from director Wise, sharing the mi- $ 


crophone with the unbilled Kidd and 
Andrews. Surprisingly, since the 
film nearly sunk the studio, Fox has 
gathered lots of special features for 
the disc, including the 25th Anni- 
versary featurette SILVER STAR (for 
which cast and crew regrouped for 
a theatrical showing), trailers, and 
Massey's screen tests. 

STAR!'s crowning jewels are its 
nine major production numbers, 
which grow in opulence as the pic- 
ture progresses and culminate in an 
over-the-top, circus-themed, bump- 
and-grind “Saga of Jenny" from Broad- 
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Andrews lit- 
erally jumps through hoops to make the 
number work, strutting sensuously in 
a skintight, sequined leotard while side- 
show personalities caper around her 
Incredibly, she succeeds—not in creat- 
ing a true theatrical experience, but 
one that only Hollywood can offer. 

When the legend becomes fact, print 
the legend—or, better yet, turn it into 
a musical! That early 20th-century leg- 
end, Al Jolson, rated not one, but two 
Technicolored biopics covering 60 


years of his life in the limelight. You 


can’t get much more old-fashioned 
than Columbia’s irrepressibly hokey 
takes on Jolson's life—1947's THE JOL- 
SON STORY (Columbia TriStar Home 
Entertainment, $19.95) and 1950's JOL- 
SON SINGS AGAIN (Columbia TriStar 
Home Entertainment, $19.95). With 
splendid Technicolor prints, these 
DVDs chronicle Asa Yoelson’s meteoric 
rise from in-house vaudeville plant to 
touring minstrel to the point where he 
is known as Al Jolson, the self-pro- 
claimed, “World’s Greatest Entertainer.” 
Taken together, the films are a joy 
ride through the Great American Song- 
book as sung by filmdom’s first all- 
talking, all-singing star. Jolie’s own 
distinctive voice flows from Larry Parks’ 
lips. Parks is pleasing as Jolson (who, as a 
child, is played by Scotty Beckett), giv- 
5 Jolie’s famous posturings and poses 
their proper due. (One of the pertorm- 
ance’s more bizarre highlights occurs 
in the second film, when Larry Parks as 
Jolson meets Larry Parks as Li 
about to tackle the role of Jc 
JOLSON STORY.) As a fictionalized 
Ruby Keeler in THE JOLSON STORY, 
Evelyn Keyes radiates warmth and af- 
fection, and does a fantastic impre: 
of Jolson, herself. Barbara Hale offers her 
own brand of warmth as wife number 
two (actually, four) in the sequel. The 
theatrical tradition of burnt-cork black- 
face is presented unapologetically and 
accurately, If the name of Jolson only 
conjures up the image of a politically 
incorrect, mammy-loving crooner, these 
two discs, brimming with bravura, bra- 
vado, and brio may not set the record 
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straight biographically speaking, but 
will allow outdated theatrical ruses 
to be seen in their historical contexts 
Presented in the original theatrical 
aspect ratios, THE JOLSON STORY 
and JOLSON SINGS AGAIN are re- 
markably clean and artifact free. The 
monaural soundtracks bring new 
life to such beloved standards as 
"Let Me Sing and I’m Happy,” “Му 
Mammy,” “Sonny Boy,” and “Sw. 
nee.” (Jolson himself appears brief- 
ly in long shot during THE JOL- 
SON STORY's "Swanee" sequence.) 
Unashamedly corny, these 
showcase the sheer joy that mus 
can bring, to both an audience and 
a performer. 

Charm comes in all sizes, as do 
musicals dependent on charm— 
from the dozens of singers and 
dancers in George Sidney's HALF 
A SIXPENCE (Paramount Home 

Video, $14.99) to the seven singers in 
Stanley Donen's THE LITTLE PRINC 
(Paramount Home Video, $14.99). 

Antoine de Saint-Exupery's fable, Le 
Petit Prince (1943) has been translated 
into nearly as many languages as the 
Bible; its translation to the screen in 
1974 marked the final collaboration be- 
tween the legendary musical team of 
Frederick Loewe and Alan Jay Lerner, 
no strangers to setting classics to music. 
The episodic, fairy-tale nature of Le Petit 
Prince easily lends itself to musical- 
ization. The titular royalty is an other- 
worldly being who appears to a downed 
aviator in the heat of the Sahara desert 
with the request, "Draw me a sheep, 
please." The slight story—the prince re- 
lates his journey from his home on a 
tiny asteroid to the earth, where he has 
made friends with a snake and a fox (and 
this without landing in Hollywood!)— 
rises above simple kiddie fare via per- 
fectly cast performers and Lerner and 
Loewe's lilting tunes. Broadway's Donna 
McKechnie appears all too briefly as a 
selfish, narcissistic rose. (Incidentally, 
McKechnie's role became the basis for 
the character of Cassie in the long-run- 
ning Broadway show A CHORUS LINE.) 
Gene Wilder slyly personifies the fox, 
while Bob Fosse slithers away with the 
film in his self-choreographed sequence 
as a deadly, sibilant asp. As the pilot, 
Richard Kiley's brash baritone brings 
more humanity to the score than it prob- 
ably deserves. Though his characteriza- 
tion is spot-on perfect, and he is utterly 
adorable, Steve Warner's title character 
has been topped with what appears to 
be Donnie Dunagan’s hair from SON OF 
FRANKENSTEIN (1939). 

Based on H. G. Wells’ Kipps (1905), 
HALF A SIXPENCE (1967) is built е: 
tirely on charm—from its lovelorn leads 
all the way down to its pleasant, ener 
getic musical numbers. The talented 
and toothsome Tommy Steele re-creates 
his theatrical turn as Arthur Kipps, from 
cheery Cockney stock, who comes into a 
suprising inheritence, loses the love of 
his childhood sweetheart, and sweeps 
her back into his arms with song and 
dance. Veteran director George Sidney 


ably whittles down Steele's larger-than- 
life persona into a controlled, believ- 
able character, much as he did with Elvis 
Presley, Steele’s American counterpart, in 
VIVA LAS VEGAS (1964). Flashing his 
baby-blues, strumming, a banjo, and soft- 
ly duetting with his lady love, Steele 
commands the screen with showbiz 
savvy and flair. Matching him note for 
note is Julia Foster, who delivers a solid 
performance as Kipps' true love—al- 
though the notes for notes are dubbed 
by future Andrew Lloyd Webber erst- 
while, Marti Webb. That dastardly ol’ 
Captain Hook himself, Cyril Ritchard, 
lends solid support, and further down 
the cast list can be found the talented 
toe-tapper (and Anthony Perkins’ secret 
love), Grover Dale. 

Paramount has worked wonders on 
both pictures, each formerly victims of 
studio tampering. Though each has its 
share of problematic photography ele- 
ments, the DVDs more than accurately 
mirror the original widescreen presen- 
tations. Brightly colored costumes are 
appropriately eye-popping, most nota- 
bly in HALF A SIXPENCE's production 
numbers. The intimacy of THE LITTLE 
PRINCE is achieved through cyclo- 
ramas, subdued tones, distorted lens 
work, and animation. Neither film was a 
moneymaker, but each has gained a de- 
voted following. 

ROXIE HART (20th Century Fox Home 
Video, $14.98) isn't a musical, but it be- 
came one—first on Broadway in 1975 with 
Gwen Verdon, Chita Rivera, and Jerry 
Orbach, again on Broadway in 1996 with 
Ann Reinking, Bebe Neuwirth, and James 
Naughton, and then on film in 2002 with 
Renee Zellweger, Catherine Zeta-Jones, 
and Richard Gere. The 1942 production 
boasts as its star one of the greatest of 
all musical icons—Ginger Rogers. 

Based on the 1926 play CHICAGO by 
Maurine Watkins, ROXIE HART tells 
the tale of a fame-crazy tramp (Rogers) 
who rises to temporary glory on the 
wings of a murder rap. Ín all other ver- 
sions of the story, Roxie's guilty as sin, 
but the Hollywood production code of 
the forties would never have let a 
murderess go scott free, so here the 
guilty party is hapless hubby Amos 
Hart (George Chandler). You won't 
find much of Roxie's jailmate, Velma 
Kelly (the part played by Rivera, Neu- 
wirth, and Zeta-Jones), either; here, 
she's named Velma Wall (Helene Rey- 
nolds) and has only one scene. 

Rogers pulls out all the stops as Rox- 
ie; she's clearly determined to play 
someone as far removed from her Os 
car-winning KITTY FOYLE (1940) as 
ble. Matching her outrage for out- 
rage is Adolphe Menjou as corrupt law- 
yer Billy Flynn. The top-notch support- 
ing cast includes Sara Allgood (as Matron 
Morton), Spring Byington (as Mary Sun 
shine), Iris Adrian (as Two-Gun Gertie 
Baxter), Lynn Overman (as reporter Jake 
Callahan), William Frawley (as jurist 
O'Malley), Phil Silvers (as photographer 
Babe), and Nigel Bruce (in a rare foray 
from Baker Street, as theatrical impresa- 
rio E. Clay Benham). George Montgomery 
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Angela Lansbury and Len Cariou (the original Sweeney, replaced by George Hearn for the DVD) cut a musical 
swath through London in SWEENEY TODD—THE DEMON BARBER OF FLEET STREET (1982). TOP CENTER: 
Groucho Marx and Margaret Dumont pretend they're Andy Hardy and Polly Benedict in AT THE CIRCUS (1939). 
TOP RIGHT: Sal Mineo is a different drummer in THE GENE KRUPA STORY (1959). 


plays Roxie’s handsome love interest, 
Homer Howard 

ROXIE HART has brains enough to let 
Rogers tap her talented toes for a few 
sparkling moments—doing the Black Bot- 
tom in jail. It may not be CHICAGO, but 
this caustic screwball gem still offers а 
lot of razzle dazzle 

Murder also rears its bloodied noggin 
in two DVD releases highlighting the 
darker talents of Stephen Sondheim— 
SWEENEY TODD (Warner Home Video, 
$24.98) and THE LAST OF SHEILA (War- 
ner Home Video, $19.98) 

Armed with a truly immersive Dolby 
Digital 5.1 soundtrack (and some very 
sharp friends), Stephen Sondheim's 
SWEENEY TODD—THE DEMON BAR- 
BER OF FLEET STREET (1982) tells the 
tale of Benjamin Barker (George Hearn), a 
wronged man seeking revenge through 
the false identity of the titular Sweeney 
As he proclaims in the brilliantly crafted 
tour-de-force “Epiphany,” no man is 
safe from his wrath, “not one man, no, 
nor 10 men, nor a thousand can assuage 
me." To seek revenge may lead to 
hell, but, as Sweeney's lovelorn ac- 
complice Nellie Lovett (Angela Lans- 
bury) would say, "Everyone does it, but 
seldom as well as Sweeney." (Sweeney 
carves his victims in his barber chair; 
Mrs. Lovett serves ‘em up as meat pies.) 
Тһе deep, dark satire is set against foggy 
London town's Industrial Revolution. 

Lansbury brings her own special 
brand of music-hall expertise (1945's 
THE PICTURE OF DORIAN GRAY) to 
the role of Mrs. Lovett. Hearn's Todd 


Barbra Str: 


descends into madness measure by 
measure and note by note; his final ге- 
alization of life's ironic cruelty is heart- 
breakingly tearful. Though Eugene Lee's 
monstrous Broadway set, which was 
built from scrap metal from British 
foundries, has been scaled down for 
this touring company production, the 
original Hal Prince staging remains 
thanks to video director Terry Hughes" 
crafty camera placement throughout Los 
Angeles’ Ahmanson Theater. SWEENEY 
TODD serves up musical vengeance, 
making the most of Sondheim's savory 
score. Warner Home Video's outstanding 
DVD makes one want to cry out, "God! 
That's good!” 

To play "The Shelia Green Memorial 
Gossip Game,” it's best to spend a week 
ona yacht moored off the Cote D'Azur— 
and vital to have no secrets worth ex- 
posing. This game is deadly—and for 
its host, Clinton Green (James Coburn), 
it’s murder, Six guests, six secrets—a 
glamorous actress (Raquel Welch) and 
her ambitious husband (Ian McShane), 
a failed screenwriter (Richard Benjamin) 
and his long-suffering wife (Joan Hack- 
ett), a director (James Mason) on the 
skids, and a Sue Mengers-inspired 
Hollywood talent agent (Dyan Cannon). 
They're all invited to discuss Green's 
latest project, a cinematic valentine to 
the late Sheila and her tragic death a 
year earlier. (The guests are all sus- 
pects.) Green is the ultimate gamester; 
the yacht's interior seems to have been 
designed by Parker Brothers. Six “pre- 
tend” pieces of gossip are handed out 


BOTTOM LEFT: Bing Crosby and Ben Lessy kill vaudeville all over again in JUST FOR YOU (1952). BOTTOM 
CENTER: Bob Hope and Lucille Ball hit the rails in the slapstick Western FANCY PANTS (1950). BOTTOM RIGHT: 
sand is backed by a dozen better dancers in the title number from HELLO, DOLLY! (1969). 


to the players; each secret will be revealed 
through a series of "treasure hunts” in a 
different port of call each evening 
Still, as Green says early in the pro- 
ceedings, you don't have to move to 
play this game—"if you're smart enough.” 

THE LAST OF SHEILA (1973) is smart 
enough. Stephen Sondheim and An- 
thony Perkins (Norman Bates himself!) 
furnish a script that is in turn biting, 
intellectual, and arcane. Satiric portraits 
of Hollywood types are etched in the 
dialogue, and masterly painted by a 
talented cast. Lean and lanky Coburn 
delivers a wickedly delightful study 
in manipulation, seemingly based on 
Sondheim's own mannerisms. Ben- 
jamin's character shares a secret with 
screenwriter Perkins. Cannon tackles her 
man-eater role with gusto. Mason is re- 
liable and droll. (“А client is peeing on 
my leg.") Hackett (despite initial qualms 
with the script) is solid in a non-showy 
characterization. McShane wears his 
heart on his sleeve and the tightest 
pants this side of Hollywood Boulevard. 
Welch, who attempted to sue director 
Herbert Ross for assault and battery, is 
sleek and shiny in her bikinis, 

Warner Home Video's DVD is pre- 
sented with anamorphic enhancement; 
the location shooting provides a shim- 
mering, sun-drenched setting for SHEL 
LA'S often unpleasant characters. Can 
non and Benjamin sit together for a 
humorous commentary track, while 
Welch, recorded separately, wistfully 
recounts her expe. The film's 
trailer introduces the mystery's charac- 
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ters without giving away а 
crets. One minor caveat—a 
sic in the film's first sceny 
tered without explanatig 
Sondheim's own “Ап, 
performed on piang 
Romaine, familiar t9. 
Horror) meets 
placed with Billy 
film music. A 
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From the ph 


of mu- 
8 been al- 
‘he music is 
ne Can Whistle,” 

as Sheila (Yvonne 


fate, has been re- 
joldenberg’s original 
nother mystery in 


tinsel of Hollywood, 
е real tinsel of the cir- 
cus—specifically, Cecil B. DeMille's THE 
GREATEST SHOW ON EARTH (Para- 
mount Home Video, $14.99) 

The 1952 superproduction marked 
producer/director DeMille's sole Acad- 
emy Award for Best Picture. It's typi- 
cally “everything and the kitchen sink” 
DeMille, but instead of biblical pieties 
the Great Direetor opts for sawdust 
and spangles, all wrapped up ina per- 
sonally delive: at makes 
Ringling Bros. 
like the first 
future Moses 
hand, grimly d 
circus boss.) s 


k of Genesis. (Even. 
атПоп Heston is on 
ermined as Brad, the 


center ring betii 
(Betty Hutton, her comic zing wasted in 
a "serious role") and The Great Sebastien 
(Cornel Wilde, baring an impressive 
physique that alone should have netted 
him the star spot). Subplots involve But- 
tons (James Stewart), a clown with a 
mysterious past and a disinclination to 
remove his makeup, and Angel (Gloria 
Grahame) and Klaus (Lyle Bettger), the 
latter an insanely jealous animal trainer 
who packs a mean pachyderm. Acting 
às a one-woman Greek choru; Phyllis 
(Dorothy Lamour), who only shuts her 
trap when it’s clamped on a piece of 
leather and she's hanging far above the 
circus audience. (Watch the crowd care- 
fully when Dottie sings and sways to 
“Lovely Luawana Lady.”) 

It’s all a lot of cheesy fun, with genu- 
ine circus stars (including clowns Em- 
mett Kelly and Lou Jacobs), several songs, 
and a spectacular train wreck for a 
grand finale. Paramount’s DVD offers 
nothing befitting a Best Picture—not 
even the theatrical trailer—but the film 
itself shimmers sufficiently, And who 
can resist DeMille subtly proclaiming: 
“We bring you the circus—the Pied Pip- 
er whose magic tunes lead children of 
all ages from six to 60 into a tinsel and 
spun-candy world of reckless beauty 
and mounting laughter . . . but behind 
all this, the circus is a massive machine 
whose very life depends on discipline 
and motion and speed, a mechanized 
army on wheels that rolls over any ob- 
stacle in its path, that meets calamity 
again and again, but always comes up. 
smiling, a place where disaster and 
tragedy stalk the big top, haunt the 
back yard, and ride the circus train, 
where death is constantly watching for 
one frayed rope, one weak link, or one 
trace of fear, a fierce, primitive fighting 
force that smashes relentlessly forward 
against impossible odds..." 
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Anyone for the dancing poodles? 
Lamour's cohorts in the classic road 
pictures—Bing Crosby and Bob Hope— 
are represented by two new DVDs. Der 
Bingle's two films with Jane Wyman— 
HERE COMES THE GROOM (1951) and 
JUST FOR YOU (1952)—are paired on a 
single disc (Paramount Home Video, 
$14.99), while Ol’ Ski Nose's FANCY 
PANTS (1950) hits the trail solo (Para- 
mount Home Video, $14.99). 

The black-and-white HERE COMES 
THE GROOM is Crosby's first pairing 
with Wy! 
tor Frank Capra. (The first was 1950's 
RIDING HIGH.) Those who think Cap- 
ra's lighteomedies of the fifties marked 
а comedown for the man behind LOST 
HORIZON (1937), MR. SMITH GOES TO 
WAS! TON (1939), and MEET JOHN 
DOE (1941), forget that he got his name 


above the title via such frothy fare as 
LADY FOR A DAY (1933) and IT HAP- 
PENED ONE NIGHT (1934). GROOM's 
narrativegenters on the efforts of jour- 
nalist Pete Garvey (Crosby) to adopt war 
orphans Bobby and Suzi (Jacques Gencel 
and Beverly Washburn)—the main |, 
stumbling block being that he needs a 


шск. Unfortunately, бап 
jones (Wyman) has du 
him for millionaire Wilbur Stanley, 
chot Tone). Further complicati 
from Winifred Stanley (Al 
who desperately wants Wil: 
own kissin’ cousin. 
The film's a char 
flaws. The plot ta 
ing, stopping. 
subplot inv 
golden v, 


forever to get roll- 
е for an extraneous 
ing a blind orphan with a 
(Anna Maria Alberghetti), 
there fofa song packed with admit- 
tedly welcome guest stars (Dorothy La- 
mouf Cass Daley, Louis Armstrong, 
Fontaine, and Phil Harris). It's al- 

most 20 minutes into the story before 
sby and Wyman share a scene (and 
then she's only an imaginary Emmadel 
nding atop a spinning recording of 


г voice). They finally meet face toy) f 


се shortly past the half-hour point 
4 send GROOM zooming into 
ar with Johnny Mercer and Ной 
rmichael’s Oscar-winning "In the 
ool Cool of the Evening" after 50 m 
ütes. From that point, its smooth 
ір for the final hour. 

JUST FOR YOU, inspired by d 


(1942), is a Technicolor musical dramady 
about Broadwa сег Jordan Blake 
(Crosby), krever sy 

hits tafi 
(R 


od). Musical comedy star Carolina 
man) understands when Jorda: 
idower, postpones marriage in ord 
o recapture the love of his kids, b 
complications ensue when Barbara 
begs to get into an exclusive girls’ school 
run by Alida De Bronkhart (Ethel Barry- 
more) and Jerry develops a crush on 
Carolina. The histrionics are periodi. 


ted songs by Harry Warren and Lei 
bin (“I'll Si Si Ya in Bahia,” "The Tj 
im Ten Ten Tennessee,” and espe 


cially’ “Zing, a ШИ 
happily. (Seeke 
are advised to look 
the chorus.) - 

Bob Hope teams with otgasional co- 
star Lucille Ball in the comic- 


Zong") and all ends 
Bi heavenly bodies 
іе Newmar in 


Harry Leon Wilson's Ruggles of Rt 
(1915). Hope and Ball also grac 
big screen in SORROWFUL JONES 
THE FACTS OF LIFE (1960), and CRIT- 
IC’S CHOICE (1963), but FANCY P. 

is the only one of their films to 


p the slapstick for which Lu 


stly famous. In the original nove 
5 1935 film version, Marmaduke Rug- 


ANTS, Ruggles is renamed 
‘phrey, but he's really actor Arthu; зи 
Eon who's been ineptly portray- 
‘ing a butler on the stage. He still winds 
‘up in the West, trying to civilize 
A ie Floud (Ball) and chumming it up 
th Teddy Roosevelt (John Alexander, 
| ipie repeating his stage, screen, 
nd TV role of ARSENIC AND 
ACE's Teddy Brewster). It's а fun romp. 
Sometimes a film mixes genres, as 
does FANCY PANTS with its We: 
setting and slapstick hijinks. And some- 
limes a film's sequel jumps genre 
tirely—as does DOWN Т 
lumbia TriStar Home Enterta A 
$14.95), the 1947 musical fanan p follow- 


rth plays 
Greek goddess Terpsichi 
raged by a musical ma 
muses, arranges with heavenly figure- 
head Ме. Jordan (Rolland Culver, step- 
Jains) to make a quick 
As Kitty Pendleton, 
the star role in the show 
gif into а pretentious flop be- 
ming to her senses” and giving 
all’ to make it a tacky hit. Hit or flop, 
film itself is almost a complete mis- 
ire, and the songs by Doris Fisher and 
Allan Roberts are among the worst ever 
marring a major Hollywood musical. 

Given the chance, Hayworth dances 
divinely, but she's almost never given 
the chance. Vocally, she’s dubbed by 
Anita Ellis, and even her solid talent can’t 
transform the dross of the score into 
gold. Larry Parks plays the show's pro- 
ducer without an ounce of the charisma 
he brought to his Jolson imperson- 
ation. As a criminal type, George Mac- 
ready seems to think he's still in GILDA 
(1946). Repeating their JORDAN roles, 
Edward Everett Horton appears (and 
disappears) as angelic Messenger 7013 
and James Gleason is once again Max 
Corkle. So off the mark is DOWN TO 
EARTH that a casual joke is made of 
the fact that, being an agent, Max (the 
sweetest, warmest, kindest figure in 
| both JORDAN and EARTH) won't make 
it to heaven when he dies. Compared to 
© the chances of those who put this un- 
melodic mess together, Max's chances 
should be a sure thing! 

It’s definitely а sure thing that 194478 
COVER GIRL (Columbia TriStar Home 


Entertainment, $24.95) is а nostalgic, 
melodic musical tinged with a trace of. 
melancholy, With a lovely score high- 
lighted by the Jerome Kern and Ira 
Gershwin classic “Long Ago and Far 
Away,” COVER GIRL trips nimbly across 
the screen—in no small measure due to 
its Terpsichorian leads. 

On loan from MGM and filling in for 
Larry Parks, Gene Kelly offers moves 
that would later become standard for 
him. (The number “Make Way for To- 
morrow,” for instance, foreshadows the 
back-alley dance in 1955’s IT’S ALWAYS 
FAIR WEATHER.) Even Kelly’s charac- 
ter name—Danny Maguire—would be 
used again, when he played Danny in 
XANADU (1980), in itself a remake of 
DOWN TO EARTH. In COVER GIRL, 
Danny meets his match in Rita Hay- 
worth’s sultry, decidedly down-to-earth 
Rusty Parker. As a dancer, Hayworth's 
in fine form; vocally, she’s dubbed by 
Martha Mears, who more than ad- 
equately meets the scores demands. 

With the caustic Eve Arden and ef- 
fervescent Phil Silvers providing expert 
comic relief, COVER GIRL never falters. 
Columbia’s transfer couldn’t be better; 
Hayworth’s red mane glistens, the 
witty dialogue gleams, and the glamor 
of both the turn-of-the-century se- 
quences and the “modern” forties scenes 
positively glows 

It's a pity that Columbia didn't shower 
Technicolor largess on Hayworth’s two 
films with Fred Astaire—YOU'LL NEVER 
GET RICH (Columbia TriStar Home En- 
tertainment, $19.95) and YOU WERE 
NEVER LOVELIER (Columbia TriStar 
Home Entertainment, $24.96). Both 
musicals deserve the deluxe treatment. 

YOU'LL NEVER GET RICH (1941), in 
particular, looks a trifle shoddy, but that 
doesn’t stop Astaire and Hayworth from 
dancing up a storm to the plush melo- 
dies of a Cole Porter score. Astaire plays 
Broadway choreographer Robert Curtis, 
who, after becoming entangled in the 
romantic shenanigans of producer Martin 
Cortland (Robert Benchley); Cortland’s 
wife, Julia (Frieda Inescort); and innocent 
chorus girl Sheila Winthrop (Hayworth), 
finds himself in the army—and, more 
often than not, in the stockade. 

Porter's score includes "Dream Danc- 
ing,” the Oscar-nominated “Since I Kissed 
My Baby Goodbye,” and the splendid 
“So Near and Yet So Far,” the last offer- 
ing the stars their best dance opportu- 
nity. YOU'LL NEVER GET RICH is as 
light and airy as DOWN TO EARTH is 
clumsy and flatfooted. 

Even better is YOU WERE NEVER 
LOVELIER (1942), which shimmers with 
one of Jerome Kern's loveliest scores, 
perfectly matched to Johnny Mercer’s 
flawless lyrics. The film is a remake of 
LOS MARTES ORQUIDEAS, made the 
previous year in Argentina. Eduardo 
Acuna (Adolphe Menjou) insists on 
marrying off his daughters in proper 
order, and daughter Maria (Hayworth) 
just isn’t ready. Acuna tries to put Mar- 
ia in a marrying mood by sending her 
anonymous lover letters and flowers, 
but blows his stack when the mystery 


lover is mistakenly identified as hoofer 
Robert Davis (Astaire). Complications 
ensue, but they all take a back seat to 
Astaire and Hayworth’s dancing and 
such timeless tunes as “You Were Never 
Lovelier,” “Dearly Beloved,” and “I’m 
Old Fashioned,” each fully deserving 
of a permanent place in the Great Ameri- 
can Songbook. 

And what would the Songbook be 
without the considerable talents of the 
Great American Musicians—represented 
by a striking black-and-white transfer 
of the 1959 biopic THE GENE KRUPA 
STORY (Columbia TriStar Home Enter- 
tainment, $24.96). How much fact is in- 
terwoven with the fiction is anyone’s 
guess, but the thematic elements—a 
choice between the priesthood or mu- 
sic, the rift between parents and chil- 


RICURD BBUANIN DYAN CON JAMES COBURN 
лоши HACKETT JAMES MASON AE McSHANE ІІ WELCH 


THE 
LAST 

F 
SHEILA 


dren, and the upward and downward 
spirals associated with show business—are 
made special through the brilliant per- 
formance of Sal Mineo as Krupa. 

Before lensing began, Mineo studied 
with Krupa, and the results are awe-in- 
spiring. Even if the music representing 
thirties jazz is presented through fifties 
arrangements, the young star is adept 
at mimicking the rhythms and beats 
of the film’s eclectic score. Mineo is 
blessed with the matinee idol looks that 
helped make Krupa a star as well. The 
film's driving direction comes from an 
unlikely source: Don Weis, who was ге- 
sponsible for the cheery MGM B mu 
cals I LOVE MELVIN and THE АЕ- 
FAIRS OF DOBIE GILLIS (both 1953). 
With a keen eye for period detail, Weis 
recreates the Prohibition era’s seedy 
nightclubs and strip clubs, and cap- 
tures a (then) living legend’s self-de- 
structive behavior. The monaural 
soundtrack features an impressive ar- 
ray of jazz giving Krupa’s own inven- 
tion, the drum kit, its own place in the 
spotlight. Jazz greats Anita O’Day and 
Red Nichols appear as themselves, com- 
poser Bobby Troup costars as Tommy 
Dorsey, and future Batgirl Yvonne Craig 
can be seen in an early role. 

The DVD war between Paramount and 
MGM for Marx Brothers supremacy re- 


cently had its first shot fired—by Warner 
Bros.! THE MARX BROTHERS COLLEC- 
TION (Warner Home Video, $59.92) of- 
fers five discs containing the MGM com- 
edies A NIGHT AT THE OPERA (1935), A 
DAY AT THE RACES (1937), AT THE 
CIRCUS (1939), GO WEST (1940), and 
THE BIG STORE (1941), plus RKO’s 
ROOM SERVICE (1938) and the United 
Artist release A NIGHT IN CASABLANCA 
(1946). Though it’s heresy to suggest it, 
at least two of these films (OPERA and 
RACES) are equal to the Brothers’ five 
Paramount releases between 1929 and 
1933, and are arguably superior to two 
of them, 

Paramount's THE COCOANUTS (1929) 
and ANIMALS CRACKERS (1930) contain 
some of Groucho, Chico, Harpo, and 
Zeppo's best material, but the Marxes 
are simply not et the top of their game 
performance-wise—surprisingly, since 
they'd played both shows on Broadway 
and knew the routines backwards апа 
forwards. On the other hand, the 
contract and stateroom scenes in OP- 
ERA are sheer comic perfection, and 
they're matched by RACES’ tootsie 
frootsie ice cream, hotel room, and ex- 
amination scenes. (The comic set pieces 
of OPERA and RACES were taken on the 
road and honed before live audiences, 
and it shows.) 

Though A NIGHT AT THE OPERA is 
the film traditionally crowned with ас- 
colades, A DAY AT THE RACES proves 
funnier and gives the lie to the argu- 
ment that MGM s Irving Thalberg de- 
fanged the Marxes and left them en- 
tirely too tenderhearted. Despite the 
famous Thalberg formula, little effort is 
expended on making the Brothers sym- 
pathetic in their quest to help Judy 
Standish (Maureen O'Sullivan) save her 
sanitarium from bankruptcy—just a few 
lines of dialogue here and there. Most of 
their "help" creates chaos and the sym- 
pathetic motive is purely incidental. 
Puta stop watch to the romantic scenes 
in RACES—scenes that the hero and 
heroine don't share with one or more 
Marxes—and you'll find that they take 
up less screen time than similar and sap- 
pier interludes in THE COCOANUTS 
and ANIMAL CRACKERS. 

The topping on the tootsie frootsie is 
that honorary Marx—Margaret Du- 
mont—who has one of her best roles in 
RACES, as wealthy hypochondriac Emily 
Upjohn. Dumont even gets a joke all to 
herself, when she explains Dr. Hugo 2. 
Hackenbush's diagnosis that she has high 
blood pressure on one side of her body 
and low blood pressure on the other 
side. (Hackenbush is a horse doctor and— 
naturally—he's played by Groucho.) 

As Susannah Dukesbury, Dumont 
makes a relatively late entrance in AT 
THE CIRCUS, but it's built up to so bril- 
liantly—with lawyer J. Cheever Loophole 
(Groucho) storming her mansion—that 
it becomes an event. Their scenes to- 
gether are wonderful (Mrs. Dukesbury: 
"Judge Chanock will sit on my left 
Hand, and you will sit on my right 
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Hundreds of happy, laughing moviegoers run from 
the all-consuming terror of THE BLOB (1958). 


LOVE THAT BLOB 
Continued from page 53 


Eventually, the disparate age groups sort of meet each 
other halfway—but, as in the original, the problem of 
communication between generations must first be 
solved. This happens gradually, as the reports of disap- 
pearances and hungry protoplasm become too great to 
ignore. In one uncharacteristically well-filmed shot, we 
watch the sheriff's face in closeup as the phones in his office 
start ringing, and keep ringing in what becomes an 
endless monotonal cacophony. The camera revolves 
slowly around him as he is unable to move or react in 
any way but complete, stoic inaction. (Sheriff Jones is a 
far cry from Lieutenant Dave.) In antithesis of the hippies 
who àre too cool to care about any real threat, Jones is 
too rooted in the normal world to grasp a “non-real” 
threat like a killer from space. Finally he springs into 
action, and even turns cool when two of the hipsters 
want to help out and he tells them to “get some jackets 
and helmets and try and look official." Unfortunately, Бу 
the end— with the Blob frozen in the skating rink and the 
TV cameras propped around him—the sheriff reverts to 
his old ways as a while male over 30 who can't be trusted. 
Making a pompous speech, he grabs all the credit for the 
victory and starts lying about having been on the 
phone with the president. The camera lights melt a 
hole in the ice, letting just enough Blob through to get 
on the sheriff's shoe. Unlike the first film's hopeful re- 
unification, BEWARE! THE BLOB's conclusion reveals 
that, yes, in a crisis, we all might work together, but 
that once the dust settles, it's back to giving each other 
hotfoots while consuming themselves in orgies of self- 
absorbed navel-grazing. 

As hit or miss as the telling of this little tale is, this 
lysergic time capsule provides a field day for fans of six- 
ties-seventies hipster comedy. Not only is it a pleasure 
to see groundbreaking comedian Cambridge, but it's also a 
great opportunity to dig that honey-toned hipster Shell- 
ey Berman, who has a hilarious bit as a "hair sculptor" 
who almost bilks a stoned hippie out of $400 (before the 
Blob comes up through the sink for a hair-raising cli- 
max). In addition to Cort, Graham, Meredith, Hagman, and 
Williams, there are also appearances by Second City Im- 
prov founder Del Close, Dick Stahl (as bowling alley/ 
skating rink owner Edward Fazio, BEWARE!’s civilian 
authority figure), and Altman veteran Danny Goldman. 
Tiger Joe Marsh—the model for Mr. Clean—shows up as 
The Naked Turk, running nude through the streels when 
he spots the Blob approaching his bathtub. 
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As a cinematic relic, BEWARE! THE BLOB is valu- 
able because it’s relatively unmarred by commercial pre- 
tensions. It is at still too early in the crazy seventies for 
the cinema to become homogenized into multiplexes, 
but, in the context of the film itself, the improv-fol- 
lowed-by-cliché horror action prefigures the multiplex 
trend of homogenized sameness. Every improvisatory, 
Altmanesque new direction is relegated to the Blob’s 
gaping “mouth,” till the climax finds us completely in 
generic horror territory, with Bobby, Lisa, and Fazio 
trapped in the rink’s control room (this film’s substitu- 
tion for the diner of the original) and the cops sneak- 
ing slowly through the alley in search of their elusive, 
oversized prey. In this way, BEWARE! serves as a por- 
tent of the closed-off genre filmmaking that would mark 
the end of the Altmanesque seventies cinema; it starts 
out a poor man’s M*A*S*H and ends up a poor man’s 
JAWS (1975). 

It’s the JAWS phenomenon that is blamed for the 
death of seventies cinema. Nevertheless, despite the on- 
rushing prevalence of sameness, it’s really only in the 
late eighties—the post-TERMINATOR (1984) universe— 
that pop culture goes truly post-modern and begins to 
feed on itself like a serpent on its tail. Increasingly, film 
dialogue became an alternative to actual conversation (7171 
be back.") and filmmakers no longer felt the need to 
hide their ^homages" to the themes and concepts of 
earlier films. Instead, they openly celebrated their in- 
fluences, Clearly, it was Blob 1 ime once again. 


Nineteen-eighty-eight's THE BLOB i is not just a remake of 
the original, but rather a remake of lots of horror films 
and themes, copped freely from a wealth of styles and 
sources. There's a little John Carpenter in the music and 
setup, some TERMINATOR in the credits and giddy for- 
ward “it can’t be stopped” momentum, a dash of teen 
sex comedy, a dose of Francis Ford Coppola’s THE OUT- 
SIDERS and RUMBLE FISH (both 1983), a little ALIEN 
(1979) government coverup, a little telephone booth 
homage to THE BIRDS (1963), and so on. It's a big, ab- 
sorbing Blob of a film. While the original Blob stayed 
pretty red and opaque as it grew, this Blob remains 
sufficiently clear for us to see the still-twitching 
edibles dissolving inside it. Similarly, no reference or 
borrow is concealed, but rather pointed out and cel- 
ebrated. It’s a horror film as referential guide to other 
films, especially the big hits of previous years. In the 
BLOB remake’s wake, each new horror film winkingly, 
openly acknowledged its sources. 

The film opens with a view of outer space before 
descending оп а small, deserted USA town. We pan past 
numerous angel statues and closed stores and business- 
es (including a movie theater) and wonder where the 
people are, while the Carpenteresque music plays and 
TERMINATOR-font credits flash. Has the Blob already 
struck? Or have you wandered into a colorized version of 
THE LAST PICTURE SHOW (1971)? 

The deserted town with the autumn leaves blowing 
through it also recalls the establishing scenes of Car- 
penter’s HALLOWEEN (1979). A cat wandering through 
the streets recalls the doomed pussy from the opening of 
BEWARE! THE BLOB. From this established sense of 
emptiness, we abruptly pan to a football game, where the 
whole town seems to have gathered, reacting as a big, 
pregelatinous mass to the action on the muddy field. We 
soon meet cheerleader Meg Penny (Shawnee Smith) and 
football star Paul Taylor (Donovan Leitch). Their romance 
seems like the central one of the film, but our genre ex- 
pectations will not be met. Whereas Steve in the original 
managed to embody both the normal guy and the anti- 
hero rebel, here the character is split. The rebel is actu- 
ally outside society altogether. He's not at the game; 
he’s off in the woods trying to jump an abandoned 


bridge on his motorbike. His name is Brian Flagg, and 
he's played by Kevin Dillon (memorable as the ho- 
mophobic bad boy in 1985's HEAVEN HELP US). We like 
him right off the bat, because when he crashes his 
bike and a weird old coot (Billy Beck, in the Olin 
Howlin role) applauds, Brian smiles wryly back. He's 
instantly established as a friend of the outsider. He is 
himself already cast out, but his high white collar and 
ornate black motorcycle jacket let us know he's not afraid 
to let his eighties freak flag fly. 

As in the original BLOB, there's plenty of rich, in- 
teresting character detail delegated to even minor, 
soon-to-be-absorbed characters. The story is set in a ski 
town suffering from an off-season economic slump. 
Herb Geller (Jeffrey DeMunn) is the rough but fair 
sheriff who hangs out at the local bar and woos the tough 
but sweet proprietress, Fran Hewitt (seventies favorite 
Candy Clark, who embodied the fifties in 1973's AMERI- 
CAN GRAFFITI). Then there's the cool black mechanic, 
Moss Woodley (Beau Billingslea), who is a friend to 
Brian, loaning him tools to fix his moped. The mood 
established is very John Carpenter, with a sense of pro- 
found desolation, as if the scattered occupants of the 
town are just waiting for some sort of nightmarish 
deliverance. But the film soon begins borrowing from 
other sources as well. The football jocks, for example, are 
operating in eighties sex comedy mode, with the in- 
evitable condom-buying scene, as Paul accompanies 
fellow player Scott Jeske (Ricky Paull Goldin) to Rexall 
Drugs to buy prophylactics, running into nosy Reverend 
Meeker (Del Close, also in BEWARE! THE BLOB). Worse, 
the owner of the store turns out to be Meg's dad (Art 
LaFleur). Bad jock Scott Jeske now has his condoms and 
good jock Paul has taken the blame—but if you think all 
this precoital byplay is going to lead anywhere, you're 
sadly mistaken. As in BEWARE!, the characters are 
set up only to be knocked down like bowling pins. 

A post-modern sense of preordained doom domi- 
nates the film, with Meg's little brother, Kevin (Michael 
Kenworthy), and his friend, Eddie Beckner (Douglas Em- 
erson), at home wanting to go see GARDEN TOOL MAS- 
SACRE. (Eddie explains, “Your basic slice and dice.") 
We know in our hearts that the theater will be ground 
zero for the Blob's big public debut. A familiarity with 
the original is assumed in director Chuck Russell and 
Frank Daramont's script, which then tweaks our expec- 
tations at every turn in a game of "guess that homage," 
borrowing just as much from other sources as it does 
from the original. We think the story is going to zig like 
the 1958 original, but then it zags, like ALIENS (1986). 

Driving to their date, Meg and Paul nearly run over 
the old man with the blobbified hand, who is being 
pursued by Brian. The three teenagers take the old тап 
to the hospital. The small town doctor who knew 
Steve by name in the 1958 version is here replaced by 
a big, impersonal institution, a medical McDonalds 
compared to the hamburger joint of the general practi- 
tioner. (No doctor actually shows up at all in BEWARE! 
THE BLOB, which is too busy zipping from one riff to 
another to set up any kind of storyline. The sole au- 
thority figure present in that film is embodied in the 
sheriff, whose control hangs by a thread thanks to the 
drug-enhanced freedom of the voters.) In the 1988 re- 
make, authority has more or less ceased to work at all, 
especially in the hospital, where a sullen nurse (Marga- 
ret Smith) can barely raise an eyebrow at the howling 
old man. Authority has grown complacent in the face 
of no independent competition. Brian has to cause a 
pretty major commotion in the waiting room just to be 
able to see the doctor (Jack Nance). When Paul goes to 
check on the old man, he’s already devoured. Paul is 
not far behind, and before long the place is a blood- 
bath. With Brian the only suspect, Sheriff Geller locks 


him up on general suspicion, illustrating again the 
incompetence of authority. (“Round up the usual sus- 
pects.”) Again, it’s a matter of communication, and 
the gap between ages and subcultures is what allows 
the Blob to run unchecked. Geller doesn't believe the 
teenagers, who are probably just pulling a “prank.” In 
the previous decade, the straights wouldn’t believe the 
heads, and vice versa, and that damage has пеуег 
been repaired. No one trusts anyone else anymore, al- 
lowing the giant threat to seep through. 

We now arrive at the obligatory makeout scene, 
with Scott (from his look and behavior having seem- 
ingly absorbed John Travolta’s Danny Zuko character 
from 1978's GREASE) hoping to use his condoms on the 
unsuspecting Vicky (Erika Eleniak). They're parked in 
his car, a little too close to the hospital for their own 
good. Scott leaves the front seat for a few moments in 
order to make a drink in the car trunk's portable bar. 
When he returns and unbuttons Vicky's blouse, the Blob 
shoots out of it and devours him. (Vicky is already 
dead.) This is not really a functional metaphor for 
some kind of repressed sex drive, or STD. Rather, it is 
a signifier of other films, where the monster does repre- 
sent these things. The Blob is just a stand-in. Like 
Steve's absorption of James Dean at the beginning of 
the original, the Blob has absorbed the mannerisms of 
à dozen other film monsters. 

Back home, Meg's trauma is conveniently ignored 
by her parents. Mom (Sharon Spelman) is a Stepford 
wife who, when Meg asks, "You don't believe me, do 
you?”, answers, "You're home now; that's all that так 
ters." She is already absorbed, gone, emotionally un- 
available. Meanwhile, Brian is being questioned by 
Sheriff Geller and the teen-hating Deputy Bill Briggs 
(Paul McCrane), who all but clocks Brian in the face. To 
his credit, Geller releases Brian, much to the displea- 
sure of Briggs. Soon, Brian is cooling down in Fran's 
diner. Meg finds him there. "I need your help," she 
says. 

Fi Three years in school you never said shit to me,” 
he replies. The central Blob theme of lack of communi- 
cation is here brought fully into the light. Genera- 
tions can’t communicate, but neither can different 
high school groups. The Blob is allowed to move as it 
pleases because no one has the channel open. 

“You put on а big show, but you're the same as ev- 
erybody else,” Meg fumes, causing the boy to apologize. 
Brian proves to be a hero because he’s willing to 
break the silence. He's a friend to the old man, the 
black man, the diner owner, and the boyfriendless Meg. 
Unlike Steve in the original, however, Brian has little 
chance of being reabsorbed into the community. The 
cops hate him on general principle; genuine rebel- 
lious energy has been forever banned from the stale 
society. He can only ride in like an outlaw wanted for a 
crime he didn't commit, saving the lives of the ignorant 
townspeople eager to destroy him. 

Ultimately, Brian's heroics do not really transform. 
him, either. He's able to turn himself into a motor- 
bike-riding action hero with relative ease, as if all he 
ever needed was a monster to give him the chance. The 
menace is not a herald of sameness. Here, the Blob is a 
collection of monsterness, which, like the Blob in BE- 
WARE!, serves the function of cliché creator, reducing 
original situations and characters to their basic ele- 
ments. Some of the characters become traditional he- 
roes; most become gore special effects. Either way, the 
movie climaxes as it must—with the townsfolk run- 
ning from and/or being devoured by a shapeless mass. 

Defying expectations born of the first two films, the 
sheriff dies early on, and the actual authority figure 
who fills up the remaining screen time is the seem- 
ingly sweet-natured, silver-bearded chief of the mili- 
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tary unit, Dr. Meddows (Joe Seneca). The casting of an old, 
white-haired, "gentle" African-American in this role is 
nicely subversive. Cliched as the film can be, it takes full 
advantage of our genre expectations and then turns 
them against us. At first, Meddows appears to Meg and 
Brian as a godsend come to explain what is going on. 
He's the friendly scientific explanation provider—Pro- 
fessor Elson (Cecil Kellaway) in THE BEAST FROM 20,000 
FATHOMS (1953), Dr. Medford (Edmund Gwenn) in 
THEM! (1954). Instead, it turns out that he's actually the 
villain of the piece, more than willing to sacrifice the en- 
tire town in order to contain the Blob as a chemical 
weapon—aka Ash (Ian Holm), the robot in ALIEN. 

In the original BLOB and its sequel, there was still 
some optimism that, once the cops stopped prejudging 
and the youths stopped screwing around, the youths 
themselves could assume authority positions and inherit 
the mantle of the world. By 1988, such dreams were 
long gone. The moral. you can't trust anyone in authority, 
period, not unless the Blob envelops them first in its 
big Marxist group hug. 

In a direct homage to the original film, the Blob 
altacks the movie house. Meg, Kevin, and Fddie (the boys 
have snuck off to the movie) hide in the sewers as the 
Blob comes after them. (It gets Eddie.) Once the monster 
emerges from the underground, it decimates the mili- 
tary and quickly gobbles down Meddows. 

Eventually, everyone takes refuge in the town li- 
brary, where Reverend Meeker starts nattering about the 
day of judgement in homage to WAR OF THE WORLDS 
(1953) and Deputy Briggs is grabbed, folded in half, and 
devoured by the Blob. Conveniently, there’s a snow- 
making machine idling in Moss’ garage, and it is this 
that Brian uses to ram the now-giant creature and—with 
Meg's help—save the day. The sprinkling of snow over 
the scene symbolizes possible future economic salva- 
tion for the town, and perhaps Brian’s reacceptance into 
society, where he might assume a leader position, How- 
ever, the traditional Blob open ending—symbolized by a 
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question mark at the conclusion of the first two films— 
must be provided. It comes in the form of crackpot Rev- 
erend Meeker, now holding old-fashioned tent revivals 
of the sort seen in X—THE MAN WITH X-RAY EYES 
(1963), prophesying about the end of the world, a jar- 
sized sample of the Blob quivering in his back office. 

That would seem be it for the Blob, though it still ap- 
pears in song and story. In 1990, a group of left-coast 
comedians known as the L.A. Connection redubbed the 
original, giving it the title BLOBBERMOUTH. Aside from a 
few clever gags and music inserts, however, it’s a pretty 
juvenile affair. Meanwhile, the town of Phoenixville, 
PA, presents the Blob Festival every year, which culmi- 
nates with festival goers crowding into the Colonial The- 
ater where the original Blob attack scene was shot and, 
on cue, running out of the theater, screaming en masse. 
The original song by Burt Bacharach and Mack David 
was rerecorded for Scarlet Street's recent CD titled 
JEEPERS CREEPERS: GREAT SONGS FROM HORROR 
FILMS. (See pages 16 and 17.) The popularity of the 
film is well-documented, so it can't be doubted that 
there's something subtextually intriguing in the subject. 

Perhaps the Blob's staying power is a result of how 
it deals with some pertinent issues concerning America, a 
young nation so obsessed with profit and comfort that 
it's forever in danger of losing its compass. Small towns 
especially must suffer the insecurities of being "swallowed 
up." The site of the small American town lies between 
two worlds—the city and the country, fullness and 
emptiness, The towns invaded in all three films are nei- 
ther rural nor urban, but suburban—a nether zone 
constantly in transition, constantly being expanded, 
filled in, developed. Anyone who has ever yen back 
to the small town in which they grew up, only to find 
that it's not there anymore, knows what it feels like to be 

Blobbified. It's the same all over the country, as quaint 
little towns are engulfed in suburban sprawls, mom 
and pop shops are put out of business by a corporate 
juggernaut that swallows up everything in order to 


leave its giant, shapeless Wal Marts behind like so many 
prehistoric droppings 

We're a nation whose culture is so soaked in media 
and entertainment that teens today get corporate logos 
as tattoos. Clearly, the Blob has won, and individual 
thinking has all but been replaced by a kind of super- 
dogma of infotainment. This has been reflected in West- 
erns, with the “vanishing frontier” of such films as THE 
WILD BUNCH (1973), and lately in domestic dramas with 
the downsizing corporations casting out their rebels in 
grand AMERICAN BEAUTY (1999) fashion, leaving them 
with no choice but to flip up their middle finger and die 
by the roadside. The true rebel is shunned and feared 
by a nation that originally was built by the likes of him— 
but that nation has since been consumed and now, itself, 
consumes. Steve, Brian, and the hippies all take on the 
Blob of mindless consumerism, but they do so more or less 
alone. The leaders who may have taken us out of this 
mess have all been either assassinated or discredited. 
We blame shadowy conspiracies, but it is ultimately we, 
the devoured, so snug in our rose-tinted placenta; who 
are to blame. The giant, death-drive dissolving womb that 
takes us deeper and deeper into the morass of ambiva- 
lence is hard to resist. That plasmatic, fantastic glop 
eagerly absorbs any new, byte-sized bit of freshness 
that comes along, reacting violently only to such real 
threats as individuality, recoiling from the coolness of dan- 
gerous minds as if from a hot flame. 

The imagined and hoped for result of a menace from 
outer space—that such a menace would unite all the na- 
tions of the world against a common enemy—comes true 
only in the original BLOB. It unites all age groups, who, 
working together, listening to one another, even break- 
ing stuff together, find themselves in defense against a 
common foe, the foe being commonness itself. Is it any 
surprise that the generation gap is wider than ever to- 
day, in an era in which the Blob has won? The dreamlike 
BLOB of 1958 was perhaps the last attempt to bring par- 
ents and teenagers together. From that point on, cinema 
would work for the Blob, and drive the wedge deeper. 
Perhaps one day there will be another Steve to point out 
the fragile, surreal world of forever-night that we inhabit. 

Or perhaps not 
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lizing clues, such as the comments by Hayward, but the bi- 
ographer never follows those clues to a possible solution to 
the enigma of Whale’s decline and death. Curtis, of course, 
was playing by the rules laid down by David Lewis 

Viewed in this light, James Whale's last years as a film- 
maker become particularly poignant. Here we have a man 
who created some of the greatest films of all time going 
over the edge—and doing so for no other reason than the 
fact that he was trying to hide his true nature. It’s a tragedy 
that those film historians so fond of trying to minimize 
Whale’s sexuality and so prone to suggesting that gay 
people should keep their mouths shut on the topic might— 
but probably won’t—stop and consider. Why, they ask, 
must this topic be addressed? Here’s the answer. Not only 
did the keep-it-under-wraps mindset damage Whale the 
man, il quite possibly robbed us of the chance for more 
Whale films on the level of WATERLOO BRIDGE (1931), 
FRANKENSTEIN (1931), THE OLD DARK HOUSE (1932), 
THE INVISIBLE MAN (1933), ONE MORE RIVER (1934), 
REMEMBER LAST NIGHT? (1935), BRIDE OF FRANKEN- 


STEIN (1935), and SHOW BOAT (1936). "21 
„м 


Tragic, indeed .. 
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hind her is derailed when the Emersons 
move into the neighborhood, leaving 
her with the choice of a comfortable, 
socially acceptable life with Cecil or a 
passionate, full life with George. 

Merchant Ivory followed the success 
of ROOM with MAURICE (1987). Written 
during 1913-14, the novel wasn't pub- 
lished until after Forster's death in 1970, 
due to Ше subject matter. As Maurice 
Hall (James Wilby) approaches adult- 
hood, he realizes a fact about himself 
that must remain hidden—he is homo- 
sexual. Attending Cambridge, he find a 
kindred spirit in Clive Durham (Hugh 
Grant), but after a few passionate mo- 
ments Clive insists their friendship re- 
main platonic. Maurice accepts the 
limitation for three years, until a gay 
scandal frightens Clive into feigned 
heterosexuality. Devastated, adrift and 
alone from the rejection, Maurice cy- 
cles through denial and attempts at 
“cures” until an encounter at Clive’s es- 
tate solidifies Maurice’s true feelings. 
There he meets—and beds—grounds- 
keeper Alec Scudder (Rupert Graves). Af- 
terwards, the fear of blackmail causes 
Maurice to withdraw, in spite of Scud- 
der's further advances. His true na- 
ture proves too strong and he seeks out 
Scudder in the hopes of a fulfilling life 

Both films showcase producer Mer- 
chant and director Ivory at the height 
of their art. Exquisitely cast and filmed 
at gorgeous locations, the Edwardian 
period of the novels is perfectly repro- 
duced. ROOM is as much a joy to watch 
the 10th time as the first. The magnifi- 
cent dialogue (adapted from the novel 
by Ruth Prawer-Jhabvala) is delivered 
with joyful aplomb by the cast—espe- 
cially by Smith in her “vexed” perfor- 
mance as Charlotte. 
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MAURICE (adapted by Kit Не 
Harvey) isn't nearly as lighthearted, 
but ultimately i inch as uplifting. 
Its story of those who learn to accept 
their gender preference and others who 
choose to deny it is as timely now as 
when Forster wrote it. The film is a 
beautiful depiction of a love that has 
to overcome boundaries of both class 
and sexuality. MAURICE remains one of 
the best and most positive gay-themed 
films of all time. 

Both DVDs look and sound superb, 
utilizing restored elements, properly 
matted and enhanced for widescreen 
TVs. The extras are satisfying. ROOM 
contains a commentary by Merchant, 
Ivory, actor Simon Callow, and cinema- 
tographer Tony Pierce-Roberts that is 
entertaining and informative, if a little 
sparse in the latter half. It also offers 
promo footage from the original re- 
lease, a Merchant/Ivory career overview, 
a stills gallery, and a BBC memorial on 
Forster broadcast shortly after his death. 

MAURICE contains two interview fea- 
turettes—one with the main actors, 
the other with the filmmakers. There is 
also a large number of deleted scenes, 
mostly cut for time and containing 
crucial moments from the novel. А 
slight air of hypocrisy surrounds the 
interviews, though. The actors express 
pride at having received letters from 
gay people who were profoundly moved 
by the film, yet we still have to hear 
about the "difficulties" they had in ap- 
proaching the male-on-male love scenes. 
(Graves takes a full step backward 
from his onetime assertion that he's 
30% gay.) Similarly, the filmmakers are 
glad to have made a gay film with a 
positive ending and a theme of being 
true to one's self, yet none of them 
take the opportunity to be fully open 
about their own lives. 

In spite of that reservation, the ex- 
cellent presentation on both DVDs is 
highly recommended. 


—Ron Morgan 


PETER GUNN 

Volumes One and Two 

A&E Home Video—$39.95 each 

The plots aren't much, nor does gumshoe 
Peter Gunn (Craig Stevens) do much de- 
tecting—he seems to rely more on 
hunches and convenient confessions— 
but plots and detective work aren't why 
you'd watch the 1958-61 TV series PE- 
TER GUNN. This visually distinctive 
series (shadowy TV noir at its best) was 
created by up-and-coming film auteur 
Blake Edwards, who here first united 
with up-and-coming smooth jazz com- 
poser Henry Mancini. The two make a 
formidable pair, giving this 114-episode 
series an unusual edge. 

PETER GUNN is nominally about 
detective Gunn, the well-dressed, su- 
percool P.L, who never seems fazed 
by anything. But it is really about re- 
cycling Dashiell Hammett/Raymond 
Chandler-style goings-on through a TV 


y smooth and dreamy, reflect 
the bizarre world of Gunn and his cro- 
nies, which is always seen at night, 
late at night. In fact, Gunn wears the 
evening like a suit of clothes—you 
rarely see him during the day—and is 
always immaculately dressed in a dark 
business suit, his hair rarely mussed, 
his coolness never disturbed. 

The gumshoe encounters a family of 
regulars on almost every episode: the 
nightclub hostess known as Mother 
(Hope Emerson), who runs (naturally) 
“Mother's,” Gunn's unofficial office; 
the lounge singer/girlfriend Edie Hart 
(Lola Albright), perennially smiling, 
waiting, and hoping Pete will choose 
her over a case; and the grouchy-but- 
always-there-in-a-pinch Lieutenant Ja- 
coby (Herschel Bernardi), one step be- 
hind Gunn all the Way. 

And the mysteries? Many episodes 
are either written or directed by Ed- 
wards, and reflect his obsession with 

se mean streets that Chandler’ 
Philip Marlowe (and Edwards' own ra- 
dio dick, Richard Diamond) strode. The 
stories usually start off with a bizarrely 
intriguing killing, such as during the 


offbeat opening of "The Blind Pi 
In that, a blind jazz pianist (Barney 
Phillips) plays at a nearly empty night- 
spot while the sole patron is strangled to 
death by a stranger in black gloves. 
The stories concern the violent pas- 
sions lurking beneath the compla- 
cency of fifties life. “Streetcar Jones” 
finds Gunn investigating the death of 
a jazz musician; “The Vicious Dog" is 
about a killer (Paul Dubov) who uses a 
nasty pooch to go after a newspaper- 
man (Tyler McVey); “The Kill” features 
vigilantes dressed as cops (there’s 
scene that was duplicated in the 1973 
Dirty Harry film MAGNUM FORCE) 
while “The Frog” is about a well- 
dressed gangster (Whit Bissell) who 
beats up people with his cane. 
Love and death are invariably inter- 
twined in Gunn's world, with many of 


the mysteries centering around jealous 
gangsters who kill rival suitors for a 
melancholy girl's affection ("The Chinese 
Hangman,” “Lynn's Blues,” "Rough 
Buck”). And, in the best noir tradition, 
Gunn always loves Edie faithfully but 
loves danger more. As they are about 
to kiss, the case inevitably beckons and 
the gumshoe is off into the night, but 
not without a wry exchange. She: “They 
say patience is а virtue.” He: “Who?” 
She: “Patient, virtuous people.” 

The two t, fou 
lease features 32 episodes. The quality is 
fine, about as good as you could ex- 
pect for a nearly 50-year-old seri 
There is an interactive Peter Gunn 
trivia game and, of course, Mancini 
Grammy-winning theme. 


—Tom Soter 


MYRA BRECKINRIDGE 
20th Century Fox Video—$14.95 
Everything you've heard is Ігие--МҮКА 
BRECKINRIDGE (1970) is a truly bad. 
film. I’m saying this right now, to save 
you the trouble of having to infer it. 
Now that I've said it, I’m also going to 
strongly recommend this fascinating, 
DVD, because the stories behind MYRA 
BRECKINRIDGE are far more interest- 
ing (and watchable) than the movie. 

Based on the 1968 novel by Gore 
Vidal, this is the story of Myron Breck- 
inridge (Rex Reed), who has a quack 
doctor (John Carradine) perform a sex- 
change operation on him. As Myra, 
Myron (now played by Raquel Welch) 
goes to Hollywood with the notion of 
destroying the male gender, whatever 
the hell that means. MYRA's plot 
lurches forward, as she tries to БИК an 
acting-school impresario (John Hust- 
on); irritate an apparently half-blind, 
sex-crazed 70-something talent agent 
(Mae West); bed a starlet (Farrah Faw 
cett), and anally assault a testosterone- 
impaired idiot (Roger Herren). The 
plot is punctuated, randomly, with 
clips from the 20th Century Fox vaults 
What all this leads up to doesn’t mat- 
ter much. By the time it all unfolds 
the narrative has become so incompre- 
hensible that no one before or behind 
the camera seems to give a damn 

What makes this DVD so worthwhile 
are its extras. There are two versions of 
the movie on the double-sided disc, a 
“special edition” and the theatrical re- 
lease print. Each has a commentary track 
One is by director Michael Sarne, who 
comes off as borderline delusional and 
paranoid, blaming the movie’s many 
problems on everyone but himself. The 
second, by Raquel Welch, is a delight; 
she’s smart, sassy, and funny, apol 
ogizing from time to time for the qual- 
ity of the movie. (“Well, it seemed like 
a good idea at the time,” she laments.) 
And there’s an AMC BACKSTORY docu- 
mentary, too, which details how this 
movie went horribly, horribly wrong, 

In short, almost everything one could 
want to know about the making and 


ите DVD re- 


breaking of this movie is documented 
on this disc, and that's the story worth 
telling. Conspicuous by his absence is 
Gore Vidal himself, who disowned the 
film. One can hardly blame him. His 
novel was a scandalous, highly ac- 
claimed best-seller. By any measure, 
the film richly deserves its place in the 
history of wretched sex-change movies, 
right next to GLEN OR GLENDA? (1953) 
and THE CHRISTINE JORGENSON 
STORY (1970) 


—Robin Anderson 


TITANIC 

20th Century Fox Home Video—$14.98 
“Titanic іп emotion, spectacle, cast, 
and climax,” promised ads for this 1953 
film, and it certainly delivered. Director 
Jean Negulesco and stars Clifton Webb 
and Barbara Stan k (as Richard Ward 
Sturges and Julia Sturges) are not just 
going through their paces here. Work- 
ing from an Oscar-winning script by 
Charles Brackett and Richard L. Breen 
and with support from Thelma Ritter (as 
the Unsinkable Molly Brown, renamed 
Maude Young for this movie), Brian 
Aherne (as Captain Smith), and Richard 


Basehart (as George Headley, a disgraced 
priest), TITANIC is a joy to watch. 
Julia Sturges is trying to escape her 
purposeless life as the wife of a conti- 
nent-hopping bon vivant. She is tak- 
their children, Annette (Audrey Dal- 
lon) and Norman (Harper Carter), back 
to her home state of Michigan. Hus- 
band Richard finds out at the last 
minute and arranges passage on the 
same ship—the Titanic. He's proud of 
his children and even dreams of a title 
international marriage for Annette, In- 
stead, she falls in love with college boy 
Gifford Rogers (Robert Wagner). Julia 
gives up on Annette, but claims Nor- 
man, going so far as to tell Richard the 
truth—he is not Norman's father. (The 
separation scene is played to perfec- 
tion by Webb and Stanwyck.) Looming 
ahead, of course, is doom in the form of 
a gigantic iceberg. 
The son of a stand-in on the Fox lot, 
Harper Carter gives a moving and nat- 
ural performance as Norman, in what 
the most tragic of the film's intertwin- 
ing stories. He later appeared in two Elvis 
Presley films—G.l. BLUES (1960) and 
SPEEDWAY (1968)—but seems to have 
given up acting. 

The film contains some inaccuracies: 
an underwater scene shows the iceberg 
striking the ship on the wrong side, 
bells and warning whistles blare when 
none actually sounded, and the end 
comes calmly to those left aboard. The 
Titanic is also shown sinking (in the 
thinking of the time) in one piece. 

The DVD transfer offers rich blacks, 
grays, and whites, and the sound 
crisp. Presented in 1.33:1 original full 
frame and stereo, the featurette BEYOND. 
TITANIC offers many glimpses of the 
ship as it appeared in other motion 
pictures. A Movietone newsreel of the 
1953 Academy Award ceremony and a 
small still gallery are included. There 
is a commentary by historian Sylvia 
Stoddard, cinematographer Michael 
Lonza, and performers Audrey Dalton 
and Robert Wagner. Comments by 
Wagner and Dalton were obvious’ 
corded at different times. Dalton 
off best, although both are generous in 
their praise of their older costars. 
(Wagner was, at the time, the protegé 
of gay star Clifton Webb.) 

And by the way, Fox, the dance Dal- 
ton and Wagner perform is the Navajo 
Rag, not the Navajo Rug, as the Chap- 
ter Stop calls it! 


—Jack Randall Earles 


THE FLIGHT OF THE PHOENIX 
20th Century Fox Home Video—$14.98 

We have all lived the vicarious trauma 
of plane crashes by way of the mov- 
ies, wondering, what we would do in 
similar circumstances should we sur- 
vive a wreck and be forced to spend time 
stranded with people we wouldn’t think 
of speaking to on the actual flight. As 
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THE UNIVERSAL LEGACY SET 
Universal—$79.98 
THE FRANKENSTEIN LEGACY 
THE DRACULA LEGACY 
THE WOLF MAN LEGACY 
Universal—$26.98 each 
Regardless of what one thinks of Steph- 
en Sommers’ VAN HELSING (2004), it’s 
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impetus for Universal bringing out four 
hox sets of the entire run of the cen- 
tral films sofar as monsters who 
aren’t invisible or the Mummy are 
concerned (it's Kharis’ own fault for 
never having hobnobbed with any of 
the other monsters) —comprising the 
studio's claim to fame in the realm of 
classic horror: Here, at last, are DVD 
incarnations:of all the studio’s seri- 
ous (read: no.1948's ABBOTT AND 
COSTELLO MEET FRANKENSTEIN) 
“monster movies, from DRACULA (1931) 
through HOUSE GF DRACULA (1945), 
with the questionable bonus of one 
post-HOUSE film, SHE-WOLF OF 
LONDON (1946), Which the studio 
seems to think Has to go somewhere. 
(One can imagine better places 
usually involving landfills). 

In addition to the all-encompiass- 
ing LEGACY COLLECTION contain- 
the films have been 

grouped infotthree sets—Dracula, 
Frankensteity(meaning thie Monster, 
of course), and іне Wolf Man. THE 
DRACULA: GACY: бзб Той 


Browni 
ford Spa ee] Di CULA 
(1931), DRACULA‘ MET 
Robert Siodmak's nOirish SO 
RACULA (1943), and HOU 
RACULA, along with s 
res, including David J. 


audio commentary by 5 

ULA, an introduction #0 the Spanish 
DRACULA by star Lüpita Tovar, а рг 
motional featurette for VAN HELSING 
With Stephen Sommers, posters, 


the reissue of the Bro: 3 

FRANKENSTEIN LEGACY boasts James 
s FRANKENSTEIN (1931) and 
BRIDE OF FRANKENSTEIN (1935), 


SON OF FRANKENSTEIN (19: 
GHOST OF FRANKENST) d 
HOUSE OF FRANKENSTE! Skal 


documentaries on FRANKENSTEIN 
,and BRIDE OF FRANK- 

ENSTEIN, commentar- 

ies on FRANKENSTEIN 

(Бу Rudy Behlmer) and 

BRIDE (by Scott Mac- 

Queen), and a similar 

range of stills, trailers, 

etc. THE WOLF MAN 

LEGACY consists of 

f WEREWOLF OF LON- 

DON (1935), THE WOLF 
MAN (1941), FRANK- 
ENSTEIN MEETS THE 
WOLF MAN (1943), 
and SHE-WOLF OF 
LONDON, plus the 
documentary, MON- 
STER BY MOONLIGHT, 
a WOLF MAN commen- 
tary (by Tom Weaver), 


HORROR 


undeniable that its release was the 


but fewer othez extras than its sister 
sets. 

Apart from the inclusion of HOUSE 
OF DRACULA in the DRACULA LEG- 
ACY, there's nothing new here, al- 
though the sets are better organized and 
a better value than Universal's former 
bare-bones double-feature offerings. 
For anyone who eschewed those, the 
Legacy Sets are a boon, even though 
they're something of a mixed boon— 
and occasionally nota very honest 
one. For example, the claims of “origi- 
nal trailers" are just plain false in the 
cases of DRACULA and ЕКАМКЕМ- 
STEIN, which, as usual, are the same 
old Realart reissue trailers we've 
been seeing since day one. 

Another downside is the source 
print used—apparently accidentally— 
for DRAGULA. Somehow we've ended 
up with an older copy of the film than 
the one used on the first DVD release 
and the laserdise. Those, at least, had 
theadvantage of a restored soundtrack. 
that pat bak the screams from Ri 
field's murder ања Dracula's staking 
that had been censored in theatrical 
reissues. Тһе пемг release finds us back 
to the unrestoted track. On the plus 
side, this version does contain the 

ning of Schubert's "Unfinished" 
Sieh ony, which follows Lugosi's 
"There are far worse things awaiting 
man than death" speech. Previously; 
the Symphony was really Unfinished 
it was entirely missing from the origi- 
nal DVD (possibly a casualty of prepar- 
ing the film for the abysmal Philip 
Glass score). The iromy here is that 
laserdisc remains the closest 
ave to a definitive version of 
d daddy of the modern 

boiron film! Y 

There has been considerable talk that 
the new transfer of BRIDE OF FRANK- 
ENSTEIN corrects the too-tight fram- 
ing of the original DVD release, but at 
best it can be said only to improve on 
it. Frankly, there is little difference be- 
tween the two. 

In general, the transfers—DRACULA 
to one side—are on a par with the ear- 
lier DVD incarnations, but hardly rep- 
resent a major improvement over the 
original DVD releases. As such, the 
sets are primarily of interest to those 
who haven't already bought the films, 
are very high on the completist scale, 
or want to buy the entire set (not the 
three individual Legacies) in order to 
get the admittedly handsome and well- 
crafted busts of Lugosi, Boris Karloff, 

Lon Chaney Jr. (though the Lug- 
osi’s bust reminds one more of Martin 
Landau as Lugosi than it does of Lugosi 
himself). There’s no denying that the 
overall presentation is handsome, but 
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VAN HELSING 
THE MAN WHO SLEW TOO MUCH 


Continued from page 38 
to women, but also with enormous strength, with physical 
strength." 

It wasn't only Dracula who “got physical" via Hammer. Re- 
vamping Van Helsing as a younger, energetic opponent 
made it possible for him to play a more active role in 
Dracula's climactic destruction, which now included the 
vampire hunter's mad dash along a lei y table and desperate 
leap onto the window curtains. (It's noteworthy that at no 
time in Hammer's first Dracula film is the Count actually 
staked. Instead, he goes all to pieces when Van Helsing 
pulls down the curtains and floods the castle with sunlight.) 
It was a far cry from Stoker's original concept, but it was 
impossible to deny the thrill it generated. 

“It would have been a pity not to have it," said Cushing 
of the stunt, "because I always think that sort of excitement 
is wonderful in a film. And one's got to bear in mind that not 
all that many people would have read the book, would they? Of 
all the millions of people who go to the theater, I should 
think at the most a quarter of them would have read the boo! 

It had originally been Cushing's intention to play Van 
Helsing as described by Stoker, but Hammer had other ideas. 
^We had a meeting about that, 'cause it bothered me quite a 
bit. I said, ‘Look, here's the description—a little old man who 
speaks double-Dutch. But at the time, l'd become pretty well 
known and popular, and they said, ‘We think, from the point 
of view of commercialism, that you should play it as you 
are. It would be silly to put makeup and such all over you; there's 
no need.' So that's how it came about. I agreed with that, 
otherwise they could have got any actor who could have played 
itas it should have been. Не” s quite a little man in the story, 
isn't he? And really fussy!" 


Concluded Next Issue . 


THE BOYS 
ARE BACK! 


TWO-DISC SPECIAL EDITION 
НЕ 2255, 
БОБО ВӘ 


ыызы Алым, 


OVER 2 HOURS 
OF DVD EXTRAS 


Additional Scenes 
Commentary with Director Joel Schumacher 
"The Lost Boys: A Retrospective" documentary 


“Тһе Return of Sam and the Frog Brothers" 
multi-angle featurette 


Four Featurettes, music video, 
interactive map and more! 


New Digital Transfer in Dolby 5.1 
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LEGACY OF HORRO! 
Continued from page 68 

the real news as far as Universal fans 
are concerned is probably the inclusion 
of the never-before-on-DVD HOUSE 
OF DRACULA—the one item that was 
lacking in the Dracula/Frankenstein/ 
Wolf Man sagas. 

While not considered one of the 
highlights of the series (last films 
rarely are), HOUSE OF DRACULA is a 
film that benefits immeasurably from 
repeat viewings—and is clearly an 
improvement on its immediate prede- 
cessor, HOUSE OF FRANKENSTEIN, 
if only by virtue of the fact that it ac- 
tually integrates its monsters into 
one plot. Done on a pretty obvious! 
tighter budget than any of the ear- 
lier films, HOUSE OF DRACULA 
nonetheless offers considerable at- 
mosphere within its tight running 
time, Unlike HOUSE OF FRANKEN- 
STEIN, HOUSE OF DRACULA takes 
place almost entirely at night in a 
world of shadows and dark corners, 
which lends it an eerie otherworldly 
ambiance quite lacking in not only 
HOUSE OF FRANKENSTEIN, but in 
most of Universal's forties output. 

The highlight of the film is On- 
slow Stevens' performance as Dr. 
Edelman. An always reliable—but 
underused—actor, Stevens is prob- 
ably best known for his participa- 
tion as one of the heroine's ill-fated 
suitors in SECRET OF THE BLUE 
ROOM (1933), or to Universal connoi 
seurs for his portrayal of playwright 
Lawrence Vail (a role originated on 
Broadway by the play's coauthor, 
George S. Kaufman) in ONCE IN A 
LIFETIME (1932). Here, however, he’ 
afforded what amounts to the lead 
role (regardless of the billing). Stev- 

ens brings a freshness 
».to the film that 
had long been 
lacking in the se- 
ries. Dr. Edelman 


is the sort of role—the ben. lent s 
entist who becomes unhinged, in 
this case due to the blood of Dracula 
(John Carradine, replacing Lugosi in 
both this and HOUSE OF FRAN- 
KENSTEIN) —that would normally 
have gone to Karloff. By 1945, how- 
ever, Karloff had played so many 
mad docs that he would likely have 
been on autopilot in the role—some- 
thing one can glimpse in the actor's 
Dr. Niemann in HOUSE OF FRANK- 
ENSTEIN. 

The source material and the trans- 
fer of HOUSE OF DRACULA is as 
close to pristine as we're ever likely 
to see. It's not the blinding revela- 
tion that FRANKENSTEIN was on its 
initial DVD incarnation, but then 
HOUSE OF DRACULA never looked 
as bad as FRANKENSTEIN had come 
to over the years. As it is, the new 
DVD is so sharp and with such good 

st that it looks every bit as 
well, as the black-and- 


The question that arises is wheth- 
er the inclusion of a 67-minute film 
is enough to tip the scales in favor 
of buying a set containing four mo- 
vies fans may well already own. A 
slight push in that direction is the 
fact that there is léss extraneous 
noise on the soundtrack of SON OF 
DRACULA than there was on its ear- 
lier release. Completists are sure to 
want it and probably the entire set, 
complete with busts. It’s certainly 
the most convenient and handsome 
manner possible to have this assem- 
blage of films, even if it has certain 
drawbacks and represents very little 
that is new. 

And there’s another reason to 
thank VAN HELSING—its DVD re- 
lease in October will bring with it 
THE INVISIBLE MAN LEGACY and 
THE MUMMY LEGACY 


fe 


SCREEN AND SCREEN AGAIN 
Continued from page 67 

this survival genre goes, THE FLIGHT 
OF THE PHOENIX (1965) is just about 
the summit, a gripping character 
study of a disparate group of male 
survivors who end up stranded in the 
middle of the Sahara Desert when 
their transport plane flies into a sand- 
storm and takes a dive. Surrounded by 
miles of sun-roasting sand, dependent 
on a dwindling water supply and a 
cargo of dates to nourish them, these 
men see little hope ahead. But there is a 
passenger among them witha rescue 


solution so outrageous that it just 
might work: taking the remains of the 
wreckage and piecing them together 
to make a smaller operational plane. 
Director Robert Aldrich, working with 
his WHAT EVER HAPPENED TO BABY 
JANE? (1962) screenwriter Lukas Heller, 
adapted the highly engrossing, 1964 
Elleston Trevor novel (Trevor is best 
known for writing the Quiller mystery 
series under the name Adam Hall) with 
much fidelity, allowing most of his ter- 
rific cast some potent confrontations 
and dramatic scenes of introspective tor- 
ment. The major conflict develops be- 
tween Frank Towns (James Stewart), a 
veteran pilot who feels responsible for 
the crash, and the no-nonsense Hein- 
rich Dorfmann (Hardy Kruger), a so- 
cially disagreeable know-it-all, who be- 
comes the men’s best hope when he turns 
out to be an aircraft designer, albeit one 
with a secret. There's also a mentally 
unsettled oil rigger, Trucker Cobb (Ernest 
Borgnine), who is driven even nuttier by 
the oppressive desert atmospher 
martinet captain (Peter Finch), who ha: 
n't the slightest idea that his sergeant 
(Ronald Fraser) would like nothing bet- 
ter than to see him dead; and ап alco- 
holic navigator (Richard Attenborough), 
who tries desperately to keep up mo- 
rale, despite his own guilt about the 
crash. George Kennedy and Ian Bannen 
add some rugged manpower as a pair 


^. surprise Oscar nomination for his 
v solid but far from distinctive 
work. Tampering a bit with 
the original Trevor charac- 

ters, Dan Duryea shows 
up as a quivering ac- 
countant, the oldest of 
the survivors (al- 
though his literary 
counterpart was 
the youngest of 
the men), while 
future CANDY 


J0 oil drillers, the latter receiving a 


(1968) director Christian Marquand 
portrays Cobb's French doctor, the 
equivalent character in the book being 
a Texas geologist. Aldrich’s son, Will- 
iam, makes a nepotistic appearance, 
only to be disposed of before the open- 
ing credits are over, and there is a point- 
less appearance by Fred Astaire’s TV 
dance partner Barrie Chase as a mi- 
rage, in a sequence that could have 
been chopped and reduced the 143- 
minute running time. (The DVD box 
incorrectly gives the running time as 
149 minutes.) 

This fine, letterbox edition of the film 
does not (alas) have commentary from 
surviving cast members, but instead 
offers three previews, including the 
Spanish (EL VUELO DEL FENIX) and 
the Portuguese (O VOO DO FENIX) 

—Barry Monush 


THE FLESH AND THE FIENDS 
Image Entertainment—$14.99 
THE FLESH AND THE FIENDS (1959) 
may be the crown jewel of John Gill- 
ing’s directing career. Active in British 
film since the mid-thirties, Gilling be- 
gan writing early on, but only rarely 
directed his own screenplays. The 
story of Burke and Hare, who lake up 
murder as an alternative to actual work, 
must have exerted some fascination, 
since he earlier treated it in a campy 
Tod Slaughter project, THE GREED OF 
WILLIAM HART (1948), where the 
4 on order from the 
n'Lallowed in the 


names were alte 
censor. (They we 


title of this version, either.) 


While this later film is played more 
seriously, it's intermixed with a quirky, 
outrageous black humor that elevates 
it above the mostly serious horror 
product of the time. Donald Pleas- 
ance's Hare, who improbably fancies 
himself a dandy, casually picks his 
drunken partner's pocket, while George 
Rose's Burke kvetches on the gallows 
that payment was never tendered for 
delivering the last "subject" to the medi- 
cal college. Some of the gags nearly slip 
in under the radar, as when Burke ca- 


sually mentions that his ghastly harridan 
of a wife is off visiting her twin sister 

Pleasance and Rose (whose billing is 
criminally low) make the most of their 
plummy, lowlife characters. Peter 
Cushin, berly anchors their flights 
as the morally ambivalent Dr. Knox, 
whose need for anatomical subjecis 
provides the duo with a market. Knox 
turns a blind eye (quite literally, thanks 
to his makeup) on their obviously ho- 
micidal activities. The wildly contrast- 
ing—even clashing—acting styles pro- 
vide an effective shorthand for the 
characters’ class differences, not that 
Cushing's performance lacks subtle 
comic touches, such as when he fu- 
tilely tries to back the malodorous 
Burke away from his offended nostrils. 

The supporting cast is uncommonly 
good, with Billie Whitelaw and John 
Cairney especially notable as а heart- 
breakingly mismatched and doomed 
pair of young lovers. Their abrupt and 
brutal deaths shockingly unexpected in 
а fifties film—do much to keep Burke 
and Hare from being (оо goofily ap- 
pealing, as does the appalling killing of 
Melvin Hayes’ lovable Daft Jamie, which 
culminates, appropriately, in a pigpen. 

Gilling’s direction judges the differ- 
ences in tone and effortlessly shifts 
from the comic to the horrific and back 
again, often on a dime. Such ап accom- 
plished balancing act is uncommon in 
horror films precisely because it’s so 
difficult; possibly only James Whale 
and Stuart Gordon have managed it 
with equal finesse. On a more practi- 
cal level, Gillings' varied camera angles 
transform what must have been a lim- 
ited number of sets into a veritable 
maze of back streets, and his deploy- 
ment of an unusually large contingent 
of extras is assured. 

The DVD offers speckled but other- 
wise beautiful widescreen transfers of 
both the British and “continental” ve 
sions of the film. The latter featur 
bared breasts and the murders are 
more violent, making the balance with. 
the humor even more effective. 

—Harry H. Long 


THE THREE STOOGES IN HISTORY 
Columbia TriStar Home Entertainment— 
$24.95 

THE THREE STOOGES IN HISTORY 
adds five new titles to Columbia Tri- 
Star's already impressive library of 
Three Stooges shorts. 

In SQUAREHEADS OF THE ROUND 
TABLE (1948), Moe, Larry, and Shemp 
are troubadours who team up with 
the local blacksmith, Cedric (Jock Ma- 
honey), to win the woman he loves— 
Princess Elaine (Christine Mcintyre) — 
and stop her marriage to the cruel 
Black Prince (Philip Van Zandt). I'M 
A MONKEY’S UNCLE (1948) has the 
threesome as cavemen who steal wo- 
men away from rival cavemen, who 
then fight back for their beauties. The 
fun begins when Moe, Larry, and Shemp 


out their arsenal of weapons (in- 
cluding a skunk), and let the other 
have it! RESTLESS KNIGHTS (1935) 
has Moe, Larry and Curly hired by the 
Royal Queen (Geneva Mitchell) as her 
bodyguards. Shortly thereafter, Prince 
Boris (George Baxter) makes off with 
the Queen and its up to our heroes to 
save her and declare a regal victor 
En guarde, Prince Boris! MATR 
PHONY (1942) features Moe, Larry, 


and Curly as Roman sculptors Moich- 
us, Larrycus, and Curly 


сие, who have 
their work “cut out” for them in this 
short. The fair maiden, redheaded 
Diana (Marjorie Deanne) is trying to 
avoid a royal edict that all redheaded 
maidens be married, She seeks asylum 
in the sculptors’ studio to avoid marry- 
ing Octopus Grabus (Vernon Dent), 
the ruler. To save Diana, Curly imper- 
sonates her and is wooed by the em- 
peror. It's run, run, run—both from the 
Palace guards and the altar! Finall 
FIDDLERS THREE (1948) offers Mo: 
eth, Larryeth, and Shempeth as royal 
fiddlers, who are vexed by an evil ma- 
gician (Philip Van Zandt) when they 
try to save the ruler's daughter (Vi 
ginia Hunter) from abductio mm's 
fairy tales will never be the same! 

The DVD format is 1:33:1. The repro- 
duction from film to DVD is remark- 
ably clean. Liner notes are nonexistent 
and the only extras are subtitles in 
English, French, and Spanish. 

—Dan Clayton 


LIVING HELL 

Subversive Cinema—$24.95 

Ever since RINGU (1998), Asian horror 
has been а hot commodity. Now comes 
IKL-JIGOKU (2000, aka LIVING HELL) 
from first-time director Shugo Fujii, 
which actually co-ops several Ameri- 
can horror classics (for instance, 19747» 
THE TEXAS CHAINSAW MASSACRE) 
and reinvents them. 

The film opens with the violent mur- 
ders of a couple and their dog. The 
sole survivor is an old woman, Chiyo 
(Yoshiko Shiraishi), who seems to be suf- 
fering from shock. Flash forward—Chi- 
yo escapes from a hospital, only to ap- 
pear with her mysterious and mute 
granddaughter, Yuki (Naoko Mori), at 
the home of wheelchair-bound Yasu 
(Hirohito Honda) and his parents. Open- 
ing their home to Chiyo and Yuki proves 
to be a big mistake, as the pair subjects 
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TRUTH, JUSTICE, 
& THE AMERICAN WAY 
Larry Thomas Ward 
Nicholas Lawrence Books, 2003 
158 pages—$24,95 
+ Small press publishers continue to 
offer large-titled books with Larry 
Thomas Ward's Truth, Justice; & The 
American Way: The. Life and Time of 
Noel Neill, The Original Lois Lanes No: 
Scarlet Streeter can say he didn't know 
what this biography was about when 
he bought it, and everyone who loves 
the Hollywood of the forties and fifties 
in general and television's ADVEN- 
TURES OF SUPERMAN (1952-57) in par- 
“ticular should buy it. 


Lois Lane—for those who are теге ` 


ly stranger visitors from another 
planet and unfamiliar with Earths 
history—is the star reporter of The 
Daily Planet in Metropolis, where she 
conipetes with fellow newshound 
Clark Kent and pines for the Man of 
Steel, Superman, whose secret iden- 
- tity is, of course, Clark Kent: It's the 
classic Tove triangle, although it's 


played by amya two people and one of 
them is-from Krypton. - 

No young woman could have been 
better prepared than Noel Neill to. 
puy the world's finest "girl reporter.” 

ather David Neill was a newspaper 
man and mother LaVere Binger had: 
briefly been а singer and dancer on 
New York's vaudeville stages. Marrying 
Neill and moving to Minneapolis for- 


“ever left LaVere with the feeling that 


her career had been nipped in the bud, 
and the result was inevitable—like 
Mama Rose in GYPSY, LaVere pushed 
her daughter into show biz and gained. 
vicarious pleasure through her little 
girl's triumphs. (Coincidentally, one 
of Noel's first film successes came jn 
194376 LADY OF BURLESQUE, based on 


=the 1941 whodunit The G-String Ми 


ders, seemingly penned by Gypsy Rose 
Lee but actually ghostwritten by Craig 
Rice-The film landed Noel a Para- 
mount contract. 

The most notable success of Truth, 
Јн, t the American Way is the way 
it serves to flesh out Noel Neill's ca- 

reer beyond the confines: 


Lois Lane (Noel Neill) chats with fellow : reportet Of her performances as Lois: 
Clark Kent (George Reeves), who strives to under Lane in the TV series and 
stand why she's such a good reporter and still two earlier serials (194875 


tan't recognize Superman under the specs. 
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SUPERMAN and 1950/8 
| ТАТОМ MAN VS SUPER- 
MAN). We learn about her 
Work as a band singer, her 
first radio, appearances, 
her four appearances in the 
Henry Aldrich film series 
(Ber first was 1941's НЕМ 
- RY ALDRICH FOR PRESI- 


DENT); her Westerns (in= 


cfuding 1949's ABILENE 
S TRAIT and the ^Teenag- 


ers” comedy series at Mon- - 


` ogram. Still, for most fans 

~ the real thrill will be the 
Superman material, but 
you'll find no cattiness 
about-Noel's rival. Lois 
Lane, Phyllis Coates (who. 
played the role in the TV 
series" first season) and no 
definitive answer (though 
lots of clues) as to wheth- 
er Noel thinks her famous 
costar, George Reeves, com- 
mitted suicide от was. mur 
dered in 1959. - 

Friend and costar Jack: 
Larson (Jimmy Olsen on 
ADVENTURES OF SUPER- 
MAN) provides the atfec- 


tionate introduction that. 


-tertainer taken by Benjamin 


gets Truth, Justice, & the American Way 
off to. a fine start, and all true fans. will 
want to take the journey. 

3 Richard Valley 
KRITZER TIME 
Bruce Kimmel 
1st Books Library, 2004 
356 pages—$19.95 
АН good things must come te an end, 
but at least with a trilogy it takes 
Jonger: Bruce Kimmel's autobiographi- 
cal fiction Kritzer Time brings the 
curtain down om the adolescent ad- 
ventures of Benjamin Kritzer, begun 
(appropriately) in: Benjamin: Kritzer 
(2002) and continued іп Kritzerlanit 
(2003). Put these volumes all together 
and you've йок only got one very big 
book, but you've got a vivid, moving 
evocation of a special time and place 
inour country's troubled history. 

The time Њ the early sixties, when 
traces of the fifties still lingered in 
the wings and-no one would ever have 
guessed that the decade would end 
with the Vietnam War, with pro-- 
tests, with love-ins and flower pow- 
er, with gay rights and the women’s 
movement, with X-rated films Starring 
actual movie stars, and with a crook 
іп the White House. Disaster sets the 
stage for this dark future, though, from 
the assassination of President John Е. 
Kennedy in Dallas—an event that Ben- 
jamin, try as he might, cannot view as 
anything other than remote—to a ter- 
rifying, tragic incident that hits 
harder айа closer to one. Home, by 
the way,is Los Angeles and'environs, a 
sprawling landscape undergoing near- 
ly as many changes as the now-teen- 
age Benjamin: 

It is with Krirzer Time that Kimmel 
plots the rest of Benjamin's life. Those 
familiar with-the author’s own career 
prior to. his authorship know thal Bei- 
jamin’s destiny Ties in the arts, as an 
actor, songwriter, singer, producer, 
director. In-Kritzer Time, we move be- 
yond those tentative steps as an en- 
in the 
previous books; when the final pages 
are at hand, when it's time for his 
literary ТЕ o'clock showstopper, Ben- 
jamin has hit his stride and there'smo 
turning back; Not for nothing is one. 
cof his: favorite show tunes “Hey, Look 
Ме Over!” 

As in Benjamin Kritzer and Krifser-- 
land; the cultural details—the sign- 
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: “Readers who are familiar with Bruce Kimmel's debut novel, Benjamin Kritzer, have- 
discovered that Kimmel, relying on storytelling skill-wit and memory, has tapped 
into something ди uite avondertük with his portrait of a boy coming of age in late 1950s - 
Los Angeles. What those unfamiliar with the author's shrewdly observed, wistful 


tales should know is that thé outspoken and idiosyncratic Benjamin, pitting the 
pangs of adolescence on hold by-losing himself to the magic of the silver screen, de- 
serves a place on the classics shelf alongside his spiritual brothers, the protagonists 
ED Salinger’ 8 The Catcher in the Rye and Walker Percy s The Moviegoer.” - = 
5 z ZDK LOCHTE; author ік Sleeping Dog pU Smile. Я 


Е 


BRUCE KIMMEL 


‘Available online at amazon.com, 222 and ther online 
booksellers—as well as bookstores everywhere, Signed copies: available 
at www. Raineshisway. com. 


CHARLIE CHAN 
AT THe Movies 


History, 


Filmography, 
and Criticism 


Ken Hanke 


“Definitive” — Classic Images 


Charlie Chan 


at the Movies 
Ken Hanke 
$35 softcover 
ISBN 0-7864-1921-0 2004 [1989] 
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897 ia 
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"Really pleasurable" 
— Cult Movies 


The Horror Spoofs of 
Abbott and Costello 


Jeffrey S. Miller 
$29.95 softcover 
ISBN 0-7864-1922-9 2004 [2000] 
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posts up ahead—will bring a gentle 
smile or a nostalgic sigh to anyone 
who grew up in the same decade as 
Benjamin. The cultural colors with 
which Kimmel paints his novel include 
television's THE TWILIGHT ZONE, MIL- 
LION DOLLAR MOVIE, and MAVER- 
ICK; the songs “Wooly Booly,” “Pocket- 
ful of Miracles,” “Firefly,” “Days of Wine 
and Roses,” and “Moon River;” the films 
SCENT OF MYSTERY (1960, in Smell-o- 
Vision and starring Peter Lorre), WEST 
SIDE STORY (1961), THE PARENT TRAP 
(1961), GYPSY (1962), THE MUSIC MAN 
(1962), and BIRDMAN OF ALCATRAZ 
(1962); telephone prefix letters, Columbia 
House Stereophonic Record Players, 
summer camp, summer stock, Freddie 
Blassie, Phil Silvers, Judy Garland, Hay- 
stack Calhoun, Dave Brubeck, Gorgeous 
George, and Hayley Mills. 

Kritzer Time is, in a way, twilight 
time—the end of an era and the end 
of a funny, heartwarming, endearing 
series of books. Still, as Benjamin, not 
without a trace of sadness, learns, life 
goes on. Let's hope that it goes on to in- 
clude further novels from the talented 
Mr. Kimmel. 


—Richard Valley 


WALKING THE SHARK 
Anne Sharp 

Xlibris Corporation, 2003 

50 pages—$19.99 

Anne Sharp’s Walking the Shark: A Peter 
Lorre Book is a tribute to the versatile 
actor once dubbed (by Forrest | Acker- 
man) the Lord High Minister of All that 
is Sinistei 

The slim book (whose title was in- 

Lorre’s main activity in the 
fi thriller VOYAGE TO THE 
BOTTOM OF THE SEA) is obviously the 
work of a star-struck fan, not a biogra- 
pher, but it’s intelligently put together 
and benefits from 21 nicely reproduced 
photographs, many of them rendered 
full-page. The text includes a brief bi- 
ography, an examination of several 
signature Lorre performances, and a 
“resume” that lists the actor’s stage, 
screen, radio, and television appearances. 
(The radio and TV listings are incom- 
plete, but offer a fair overview.) Among 
the quotes from such figures as Paul- 
ine Kael, J. D. Salinger, and Graham 
Greene in a “testimonials” section of 
the book is one from Lorre himself, 
which is worth repeating: 

“I came to Berlin with 10 borrowed 
marks in my pocket, and I went to the 
theater. The manager told me to come 
in, because he said I didn't look like an 
actor. He sent me over to see Brecht. We 
talked for about half an hour and it was 
as if we had known each other for 20 
years. "You're not going to get that 
рагі, he told me. I felt terrible. It was 
very Brechtian, really, because he 
waited a moment and then said: you're 
going to play the lead in another play 1 
have.’ Deep down in my heart, you see, 
I'm a Cinderella." 


—Drew Sullivan 
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Yasu to tortures both physical and 
mental. There are no witnesses to these 
acts of brutality, and no one believes 
the boy's claims that Chiyo and Yuki 
could be capable of such violence. 

Horror fans will find reference not 
only to CHAINSAW, but to such genre 
gems as PSYCHO (1960), WHAT EVER 
HAPPENED TO BABY JANE (1962), and 
SISTERS (1973). 

At times, LIVING HELL hints at the 
supernatural, which doesn't mesh 
with the "true crime" aspects of the 
story—though these elements can per- 
haps be attributed to the insanity of one 
(or more) of the characters, the audi- 
ence seeing things through their eyes. 

Cheers to Subversive Cinema for mak- 
ing life a LIVING HELL for horror fans. 

—Kevin G. Shinnick 


PROPHECY 

Paramount Home Video—$14.99 

The year 1979 proved to be an impor- 
tant one in the history of modern hor- 
ror. Such original fare as PHANTASM, 
DAWN OF THE DEAD, and ALIEN were 
released to the accolades of horror fans 
around the world. But there's one film 
from that same golden year that seems 
to have been lost in the shuffle, a 
film that deserves a second look—John 
Frankenheimer's PROPHECY. 

Robert Foxworth portrays Robert 
Verne, an inner-city doctor who rap- 
idly becomes disgusted with the con 
ditions in which he works. Approached 
by a friend with a sidetrack job offer, 
Verne and his wife (Talia Shire) take to 
the woods of Maine as representatives 
of the EPA. Their new work centers on 
analyzing the environment in a heated 
dispute between a prosperous paper 
mill and a tribe of Indians who main- 
tain the land is theirs. What's discov- 
ered, however, is that lethal concen- 
trations of methylmercury have been 
introduced into the water, causing 
freakish mutations in both the ani- 
mals and the Indian people. One of these 
mutations, a bear hideously trans- 
formed into something even Lovecraft 
would have admired, stalks the woods 
in search of prey. 

One of the things that makes PROPH- 
Y so nostalgic and unique is its 
commentary on social and environ- 
mental concerns within the framework 
of a horror film, much like the atomic 
sci-fi films of the fifties and sixties. The 
same year that spawned Franken- 
heimer's film also saw the release of THE 
CHINA SYNDROME, so the images of 
the evils that happen when man goes 
too far against nature were already 
embedded in the consciousness of a 
new generation. The film also fearlessly 
addresses the many racial tensions that 
existed between Native Americans and 
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white people. While many of the horror 
films in the following three years would 
concern themselves with slashers chas- 
ing victims, PROPHECY continues to 
stand as a unique achievement in the 
genre due to its presentation—telling a 
good horror story and addressing envi- 
ronmental concerns without resorting 

to pulpit thumping or caricatures. 
Paramount presents the film wide 
screen in a 2.35:1 aspect ratio. Sadly, the 
disc is totally devoid of any extras (not 
even a single trailer). Апу deleted 
footage or behind-the-scenes docu- 
mentary would have been a welcome ad- 
dition here. Nonetheless, the print itself 
looks crisp and sharp and the color satu- 
ration tones in the marvelous cinema- 
tography make the picture breathtaking. 
—Brooke Perry 


SCREAMING DEAD 
EI Independent Cinema—$19.99 
El's Seduction Cinema, home of the T&A 
spoof, offers a major change in policy 
with SCREAMING DEAD (2003), the 
first of a planned series of six horror 
films. If SCREAMING DEAD is any indi- 
cation, the se 
vamped subsidiary, Shoc! 
be a welcome one for horror fans. The 
story and performances are equal to 
many horror films on the market today. 
Cult director Brett Piper (2003's AR- 
ACHNIA), one of the few directors who 
truly can do it all—screenplay, direc- 
tion, special effects, editing, and prob- 
ably coffee making—has fashioned a 
haunted house film that is superior to 


such Hollywood misfires as the recent 
remake of THE HAUNTING (1999). 

The story has sleazy photographer 
Roger Kneale (Joseph Farrell) renting a 
haunted house for his latest project 
He brings with him several models 
(played by Misty Mundae, C. J. Di- 
Marsico, and Heidi Kristoffer), willing to 
endure any degradation to be famous. 
Along for the thrill ride is Kneale’s 
lovely, protective assistant, Maura Hol- 
loway (Rachel Robbins). Sam Rogan (Rob 
Monkiewicz), representing the house 
owners, throws a monkey wrench into 
Kneale’s monkey business by trying to 
protect the young ladies. Rogan also 
sets his sights on Maura. 

The sadistic photog soon discovers to 
his horror that there’s an even greater 
evil lurking within the walls of the 
house—the undead Rossiter! (Scarlet 
Street's Kevin G. Shinnick plays the role 
in makeup created by Michael Thomas 
to resemble the painting in 1945% THE 
PICTURE OF DORIAN GRAY). The fi- 
nale harkens back to the Vincent Price, 
Roger Corman Poe films of the sixties 

Included on the DVD is a “making 
of” featurette, a documentary about 
the abandoned asylum in Marlboro, 
New Jersey (where most of the movie 
was shot), a Misty Mundae retrospec- 
tive, and trailers for upcoming titles. 

—August Tibbitt 


THE FANNY TRILOGY 
Kino on Video—$79.95 
Before Joshua Logan’s FANNY (1961— 
and no, it really wasn’t advertised that 


way), there was Marcel Pagnol and his 
ted by 


trilogy—MARIUS (1931, codir 
Alexander Korda), ҒА? Y 
rected by Marc Allégret), and CÉSAR 
(1936, directed by Pagnol) 

The first filmmaker ever elected to 
the Académie France, Pagnol initially 
achieved fame as a playwright, first 
with MERCHANTS OF GLORY (1925) 
and TOPAZE (1928), and then with 
MARIUS (1929) and FANNY (1931). By 
the time he had committed the second 
play to celluloid, his focus had suffi- 
ciently shifted to the point that the 
third play, CESAR, began life as a mo- 


tion picture and only made it to the 
stage in 1946. (Nevertheless, Pagnol 
considered movies worthwhile prima- 
rily for the filming of stage works.) 

The Fanny Trilogy, set in Pagnol's 
beloved Marseilles and also filmed there 
(so that the pictures become a historical 
document as well as drama), tells the 
story of handsome young Marius (Pierre 
Fresnay), who loves Fanny (Orane De- 
mazis) but loves the sea more passion- 
ately. Not that his love for Fanny is 


SCARLET STREET 75 


without ardor—after Marius sails away, 
the girl finds herself pregnant. Fanny 
marries the considerably older Honore 
Panisse (Fernand Charpin), who loves 
her and wants to raise the child as his 
own. Lording it over all is Marius’ father, 
César (Raimu), whose gruff exterior 
hides great wisdom and a tender heart. 

So popular was Pagnol's trilogy that 
Hollywood produced its own version in 
1938—PORT OF SEVEN SEAS, which 
brought together the unique talents of 
screenwriter (and soon to be director) 
Preston Sturges and director (and soon 
to be unemployed) James Whale. (Oddly, 
Sturges—creator of such sexually sug- 
gestive character names as Trudy Kock- 
enlocker—dropped the name Fanny in 
favor of Madelon.) 

Kino on Video has done the Trilogy 
proud, and all three films look splen- 
did for their advanced age. Extras in 
clude the documentary ABOUT THE 
TRILOGY (2003), theatrical trailers for 
all three films, audio commentaries 
(not the entire length of the films) by 
Pagnol, posters and stills galleries, and 
an essay by Bertrand Tavernier. 

—Drew Sullivan 


SUSPENDED ANIMATION 

First Run Features—$19.99 

Back in 1971, Paramount released the 
cult horror film LET'S SCARE JESSICA 
TO DEATH, directed by John Hancock 
Hancock went on to direct BANG THE 
DRUM SLOWLY (1973), WEEDS (1985), 
and the popular family drama, PRAN 
CER (1989). He became a busy TV direc- 
tor (including helming several episodes 
of the 1985 TWILIGHT ZONE series), 
but he has been away from thrillers for 
far too long. SUSPENDED ANIMA- 
TION (2003) marks Hancock's welcome 
return to the genre. 

Cowritten with Hancock's wife, ac- 
tress/writer Dorothy Tristan, SUS- 
PENDED ANIMATION is a study of a 
dangerous obsession with evil, Animator/ 
director Tom Kempton (Alex McArthur) 
goes on a snowmobiling weekend with 
two friends, Sandor Hansen and Cliff 
Modjeska (Fred Meyers and Jeff Puckett) 
When his vehicle gets stuck, he stops 
at a cabin to get some help. Bad move! 
The house is owned by two of the cra- 
ziest sisters since ARSENIC AND OLD 
LACE (1944)—Ann (Sage Allen) and 
Vanessa (Laura Esterman) Boulette. The 
siblings hope to add Tom to their col- 
lection of victims. 

Ann and Vanessa subject Tom to men- 
tal and physical torture (they must have 
seen LIVING HELL) before he's res- 
cued in the nick of time. With most 
fright films, this would have been the 
entire story. With SUSPENDED ANIMA- 
TION, its just the beginning! 

The movie stands out from so many 
modern-day thrillers—not least because 
the cast doesn’t consist of mindless, 
sex-crazed teens, but working adults in 
their thirties and forties. SUSPENDED. 
was shot over a 48-day period in Indiana, 
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California, and Canada, on high defini- 
tion video and with a $2 million budget. 
Gore effects are kept to a minimum, 
though the suspense quota never suf- 
fers. The effective score was composed by 
Angelo (TWIN PEAKS) Badalamenti 

SUSPENDED ANIMATION had a brief 
theatrical release during the 2003 Hallow- 
een season. Hopefully, a wider audi- 
ence will discover this film in its DVD 
incarnation, Hancock has been quoted 
as saying that he has several other film 
projects in the work, including another 
horror film. Let's hope it isn't another 
30-year wait! 


—David Guffy 


A HARD DAY'S NIGHT 

Miramax Entertainment—$29.99 

In 2000, A HARD DAY'S NIGHT (1964), 
Richard Lester's landmark film starring 
the Beatles, returned to the big screen 
in all its glory, with a restored picture 
and beautifully remixed soundtrack. As 
fresh and inventive today as it had been 
in the sixties, it had become something 
more: a document of an era. The irony 
is that A HARD DAY'S NIGHT is often 
incorrectly described ав a documentary, 
which is the one thing it never was and 
was never intended to be, what with 
its carefully crafted screenplay by Alun 
Owen. Yet time has made it the ulti- 


mate documentary on the myth that was 
the Beatles and the phenomenon that 
was Beatlemania (the film's actual shoot- 
ing title). 

A HARD DAY'S NIGHT's plot can Бе 
summed up in one sentence—the Beat- 
les go to the south of England to appear 
ona TV special—but within that decep- 
tively simple plot director Lester and 
the four lads from Liverpool created 
something unique. The film not only de- 
fined and refined the public image of 
the Beatles, it established the basic style 
of much sixties filmmaking and made 
the moviegoing world completely re- 
think the term, “a British picture.” With 
few exceptions at the time, a British 
pedigree on a film was box-office poi- 
son. After A HARD DAY'S NIGHT, it 


actually became desirable. The British 
Invasion in film—like the British Inva- 
sion іп music that parallels it —suc- 
ceeded in capturing the social and 
aesthetic imagination of a generation, 
not in the least because it was such a 
breath of cheeky fresh air. 

As conceived, the film was nothing 
more than a vehicle to exploit the pop- 
ularity of the Beatles as quickly and as 
cheaply as possible. No one, not even 
the Beatles (Ringo Starr wanted to make 
enough money to open a beauty par- 
lor!), had any idea that they were any- 
thing but a Nine Day Wonder perched 
on the edge of the eighth day—but A 
HARD DAY'S NIGHT hit a nerve with 
young viewers. It offered an accessible 
identification in a way that earlier 
youth films never had—a sense of hu- 
mor in the face of helplessness and the 
feeling that beliefs, personality, and 
individuality can only be killed by au- 
thority if so allowed. Authority reduced 
to absurdity was less threatening and 
more comprehensible. 

A few of the gags may not play today 
(not many modern viewers are apt to 
realize that the shirts George Harrison 
dismisses as “grotty” are Dave Clark 
Five apparel), but the attitude, mood, 
and sheer joyfulness of youth and film 
are undiminished. 


--Кеп Hanke 


ALICE IN WONDERLAND 

Walt Disney Home Video—$29.99 
Disney has concocted another splendid 
Masterpiece Edition with their recent 
two-disc release of the 1950 animated 
ALICE IN WONDERLAND. 

А major bonus highlight is Disney's 
famous network television debut, 
ONE HOUR IN WONDERLAND, a 
Christmas special that presented the 
TV premieres of excerpts from the ani- 
mated shorts and features, as well as a 
plug for ALICE. Of special interest is a 
clip from the rare and still controver- 
sial SONG OF THE SOUTH (1946). Here 
the live-animated “Zip-A-Dee-Doo-Dah” 
is followed by one of the charming all- 
animated sequences, both restored to 
pristine color for DVD. The fascinat- 
ing, live black-and-white episodes fea- 
ture a jaunty early fifties Walt, al- 
ready adept at charming audiences via 
the new medium, Kathryn Beaumont, 
the voice of Alice, and a poignant ap- 
pearance by the talented and ill-fated 
Bobby Driscoll. 

Another quintessential fifties mo- 
ment is a clip from THE FRED WAR- 
ING SHOW, in which Fred and his 
Pennsylvanians present a half-hour 
extravaganza based on the ALICE score, a 
real time trip back to the dear dead 
days of live TV. Beaumont again ap- 
pears, along with Sterling Holloway. 

Documentary footage traces the 
transition of Alice’s original opening 
number into the Main Title for PETER 
PAN, and there is a jukebox of other 
deleted numbers. The galleries of de- 


velopmental art are especially interest- 
ing. Though original artists are not 
credited, connoisseurs of Mary Blair 
will recognize how much her distinctive 
designs—if not her actual style—influ- 
enced the final film. 

WONDERLAND is one of Disney most 
gorgeously designed films, and this 
transfer does full justice to its innova- 
tive style, The use of lighting effects 
and chiaroscuro are particularly vividly 
realized, треба Пу in sequences such аз 
the Cheshire Cat scenes, in which the 
rotund feline literally glows with 
rounded air-brushed effects against a 
background of grays and cobalt blues. 
This transfer even restores the pink 
highlights to the gray Sea of Tears, an 
effect that was somehow altered in the 
original DVD release. 

Add Disney's first nods to Lewis Car- 
roll, the silent comedy, ALICE'S WON- 
DERLAND (1923), and the thirties 
short, THRU THE MIRROR (1936), which 
sends Mickey Mouse through the look- 
ing glass, and you have one of the 
most fascinating and entertaining DVD 
collections yet released. 


—Ross Care 


SOMETHING TO SCREAM ABOUT 
Tempe—$19.95 

Director Jason Paul Cullum simply loves 
scream queens. Not only has he written 
the book Assault of the Killer B's: Inter- 
views with 20 Cull Film Actresses (McFar- 
land & Company, 2004), he's also com- 
piled this informative series of video 
interviews, titled SOMETHING TO 
SCREAM ABOUT (2004). 

Though reference is made to Fay Wray, 
the earliest scream queen interviewed 
is NICHT OF THE LIVING DEAD (1968) 

tar Judith O'Dea. The rest of the wo- 
men interviewed hail from the eight- 
ies, nineties, and the present day. They 
all have interesting stories to tell about 
how they broke into the business, 
reminiscing about their auditions, first 
breaks, self image, nudity, plastic sur- 
gery, and fans. The interviewees—in- 
cluding Brinke Stevens, Debra DeLiso, 
Debbie Rochon, Denise Duff, Brandi 
Burkett, Felissa Rose, Lilith Stabs, and 
Julie Strain—acquit themselves nicely 

Extras include the five-minute fea- 
turette INTRODUCING LIZZY STRAIN, 
which looks like it was filmed at a 
horror con, a 1986 Debbie Rochon stu- 


dent film (also running five minutes), 


and a short film by Cullum called JULIA 


WEPT—which has it's own set of extras! 


—Kevin С. Shinnick 


THE MONSTER CLUB 
Pathfinder Home Entertainment—$14.98 
After Hammer Films’ rival, Amicus Pro- 
ductions, dissolved, producer Milton 
Subotsky decided to continue making 
omnibus horror films through a new 
company—Sword and Sorcery Produc- 
tions. The result was THE MONSTER 
CLUB (1980). 

Real-life horror author R. Chetwynd- 
Hayes (whose short stories inspired 
1973’s FROM BEYOND THE GRAVE as 
well as THE MONSTER CLUB) is played 
by John Carradine. He's bitten by the 
vampire Erasmus (Vincent Price) and 
taken to the Monster Club, where the 
partygoers are all monsters. (Actually, 
they’re mostly poor dancers in subpar 
makeup and slipshod, slip-on monster 
masks.) Price and Carradine have some 
choice lines, but it cannot distract from 
the poor idea of the club and its unin- 
spired production design, 

That's the framing story. Much better 
are the three main tales of interspecies 
(human and monster) horror, which are 
all very well executed. The first con. 
cerns a whistling creature called а Shad- 
mock (James Laurenson), the offspring of 
а vampire and werewolf. It's a sad lit- 
tle story of loneliness, starring James 
Laurenson, Barbara Kellerman, and Ham- 
mer hunk Simon Ward, The second 
humorous tale of vampirism, with Britt 
Ekland as the mother of young Lintom 
Busotsky (Warren Saire), another hy- 
brid—this time a mortal and a vam- 
pire. Donald Pleasence is featured as 
Pickering, a vampire hunter. The third 
and most effective story has Sam (Stu 
art Whitman), a film director, scouting a 
likely location for a fright film. He finds 
one, populated by ghouls. Sam is saved 
by a Humgoo (human/ghoul progeny) 
named Luna (Lesley Dunlop), and they 
seek sanctuary in the local church 
while the hungry ghouls, led by Luna 
innkeeper father (Patrick Magee), at- 
tack. The story shares some plot ele- 
ments with HORROR HOTEL (1960), 
Subotsky’s first horror production 

Directed by Roy Ward Baker (1970's 
VAMPIRE LOVERS), THE MONSTER 
CLUB is no lost classic, but it's a lot of 
fun. The DVD audio and sound is good. 
There's a separate musical track, a trail- 
er, bios, and production notes. One ca- 
veat, and unfortunately it’s a major 
one—the smug, annoying audio com- 
mentary by Luke Y. Thompson and Gre- 
gory Weinkauf. Buy the disc, enjoy the 
film, but skip the commentary. 

— Kevin G. Shinnick 


THE EDDY DUCHIN STORY 

Columbia TriStar Home Entertain- 
ment—$24.95 

1 first became aware of this biographi- 
cal film via The Three Stooges, In a 


tense moment in the Stooges’ SPACE 
SHIP SAPPY (1957), Joe Besser, fear- 
ing that their rocket ship might crash 
at any moment, shouts “I can't die! I 
haven’t seen THE EDDY DUCHIN 
STORY yet!” Well, any movie that rates 
a joke like that must have been popu- 
lar in its day, and THE EDDY DUCHIN 
STORY was in fact one of the highest- 
grossing films of 1956. Certainly there’ 
very little to distinguish EDDY DUCH- 
IN from dozens of other biopics of 
various entertainers, well-known and 
obscure, but perhaps that’s exactly 
why moviegoers felt comfortable sit- 
ting through this two-hour plus mix- 
ture of lush music and tearjerks 
Proficiently directed by George Sidney, 
the film traces the career of the char 
ismatic pianist/band leader as played by 


Tyrone Power, starting with his arrival 
in New York City in the late 1920s and 
ending with his untimely death from 
leukemia, at the age of 40. Power isn’t 
particularly convincing playing a teen- 
ager at the movie's start (he was 43 at 
the time), but he makes up for it in 
enthusiasm and does a good job of 
faking Duchin’s trademark crossover 
keyboard moves. (Carmen Cavallaro sup- 
plies the off-screen piano playing). 
The first half of the film is devoted 
to Duchin’s rise from relief pianist at 
New York's Central Park Casino to mem- 
ber of Lou Reisman's orchestra to his 
own stardom as the star attraction at the 
Casino and on national radio. (Reisman 
is played by Larry Keating, known to 
sci-fi fans for 1951's WHEN WORLDS 
COLLIDE. Play in his band, but do 
not trust this man to let you on his 
space ship.) Duchin falls in love with 
and marries socialite/fashion designer 
Marjorie Oelrichs (Kim Novak, weari 
less makeup than usual), only to s 
her die most glamorously aíter giving 
birth to their son. The second half of 
the film involves Duchin's attempts to 
build a relationship with his estranged 
offspring, Peter (plaved by Mickey Maga, 
as a five-year-old; Rex Thompson, as a 


Continued on page 81 
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KAY LINAKER 
Continued from page 55 

SS: Peter Lorre was an extremely talented 
actor capable of such performances as the 
ones he gave in M and MAD LOVE. Did he 
dislike playing Mr. Moto? 

: Well, I think he'd only done one 
Moto at that point, but after he'd done 
a few he hated it! Peter did quite a lot of 
good television on the East Coast before 
he died. He was delightful! 

SS: In 1938 you had a strong supporting role 
in THE LAST WARNING, the third and 
last of the Bill Crane Crime Club films, 
KP: That was a fun film. Everybody was 
delightful to work with and we all 
went to lunch together. Nobody was 
star-struck; nobody was anything but 
professional. In those days, everybody 
was businesslike and, if your call was 
for eight o'clock in the morning, you 
were there. The film was shot at a 
house that the director, Al Rogell, used 
to own. It was a lovely place with a 
swimming pool. It was not in a film 
area. It was in the Los Feliz area, 
which was strictly Los Angeles prop- 
erty owners. It was a delightful place 
and Al wasa very competent director. 
58: THE LAST WARNING із the only опе 
of the series that he directed and it's consid- 
erably more stylish than the others. 
KP: Well, he was an excellent director. 
Everybody on that film—Preston Foster 
and Frank Jenks, Joyce Compton, E. E. 
Clive, Albert Dekker—was totally pro- 
fessional. Actually, Albert Dekker had 
just changed his name from Albert von 
Dekker. He had come out to Hollywood 
after playing the John Barrymore role in 
GRAND HOTEL on the stage in New 
York. So we had a fun cast. 
55: Were any of the film's interiors shot al 
Rogell's house? 
KP: No, only the exteriors. We shot the 
exteriors all at one time and then we 
moved into the studio. 
55: Your filmography lisis Rouben Mamoul- 
ian's BLOOD AND SAND. 
KP: He was a lovely man. BLOOD AND 
SAND was such an amazing film, be- 
cause everybody in it was doing a very 
good job. Rita Hayworth had a very 
fas ine сше р dancer and 
she'd had her hairline changed with 
electrolysis. She was a pleasant gal, 
but at that point in her career she was a 
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dancer and didn't know 


anything about reading 
lines. In the dinner party 
scene, she was supposed 
to lean forward and in a 
sexy way say to Ty Power, 
It mustbe very exciling to 
fight bulls." That was her 
first really important line 
and she leaned forward 
and said it with no inflec- 
tion at all! So we did an- 
other take and she said, 
“It must be very exciting 
to fight bulls.” And that 
wasn't right. Mamoulian 
did—well, I don't know 
how many takes, but for 
four days we were at the 
dinner table and she was becoming an 
actress. It was very interesting. Finally, 
Mamoulian set up the camera and she 
did readings in closeup—"It must be 
very exciting to fight bulls," "It must be 
very exciting to fight bulls." Finally 
she leaned forward and said, "It must 
be very exciting to fight bulls," and ev- 
erybody heaved a big sigh of relief 
Mamoulian said, “Print it!” She was 
such a nice person and she was acting— 
really acting—for the first time. 
SS: You're in a party scene in the film noir 
classic, LAURA. You don't have any dia- 
logue, though. 
KP: No. No, І don't. There was a lot of 
trouble on that picture. It was started 
by Rouben Mamoulian, then it was 
changed. The only thing that was con- 
tent was the man who played the vil- 
lain—Clifton Webb. Gene Tierney was 
in it throughout, too. The part that 1 
originally had was shot during the 
first week. Then they changed every 
thing and I ended up in one party scene 
with no lines! Things like that hap- 
pened consistently, because they went 
off half-cocked and had to start all 
over again. It was particularly difficult 
with directors. One director would start 
and then, for one reason or another, 
he'd be replaced. That's what happened 
to James Whale on THEY DARE NOT 
LOVE, and then to Rouben Mamoulian 
on LAURA. He was replaced by Otto 
Preminger. The fact is that Mr. Prem- 
inger was a very unpleasant man. He 
was very difficult to work with and, 1 
guess, unsure of himself. Insulting 
people was probably just a cover-up 
for his own feelings of inadequacy. 
SS: Did Preminger direct you in the party 
scene or was it Mamoulian? 
KP: It was Mamoulian. 
56: Who would you say was responsible for 
the success of LAURA, though—Mamoulian 
or Preminger? 
KP: As far as I'm concerned, it would 
be Otto Preminger, the big fat man. It 
was not the gracious, charming direc- 
tor, Rouben Mamoulian. It was not the 
smooth gent; it was the buffy guy. 
55: In the early forties, just before you 
went into the Red Cross, you were offered a 
part ina play with Bela Lugosi. 


KP: Yes, LADY CHATTERLEY'S LOVER. 


(Laughs) I talked to Lugosi and the di 
rector and producer, and they were very 


nice and wanted me to do the part. I 
didn't want to do it. I had a feeling it 
would be extremely difficult to work 
with Mr. Lugosi. I thought he'd lost it! 
You looked in his eyes and there was 
something really dead there. The body 
was still functioning—he knew his leit 
from his right and that kind of thing— 
but he was just really gone. I didn't 
want to get embroiled with Lugosi. 

55: Well, he was still working, though. He'd 
been touring in DRACULA 

KP: Yes, but he was very familiar with 
that play, and a company will cover for 
you if you make any mistakes. LADY 
CHATTERLEY'S LOVER was a break- 
away thing that he was planning to do, 
an effort to change his image. | had a 
hard time seeing him playing the lead 
in that! 

SS: What brought about your switch from 
an acting to a writing career, and from Kay 
Linaker to Kate Phillips? 

KP: I'd known a lot of writers in Califor- 
nia. I learned my trade from people like 
the Epstein Brothers, who wrote CASA- 
BLANCA. And when I was working with 
John Ford I got to know his writers. I 
did one job of writing while I was still 
acting; | worked at Walt Disney. I also 
wrote a radio show for VOICE OF AMER- 
ICA. When I met my husband, I was 
working with the Red Cross and he was 
in the Air Force. He was a singer and he 
didn’t want to go back to singing. He'd 
begun writing and had very good luck 
selling material to top magazines. I be- 
came a writer with him. My husband and 
I had a 40-year career of writing to- 
gether. People used to ask us how long 
we'd been married and we'd say 180 
Laughs) Well, how much time do 
married couples actually spend to- 
gether? You get up in the morning and 
have breakfast together, then he goes 
to work. Now she goes to work, too! You 
don't see him again until supper time. 
After supper, you have a few minutes, 
but then you gotta get to bed because 
you have to get up in the morning. The 
average married couple ends up with 
about five hours together а day. We got 
up, had breakfast, and worked until 
one o'clock. We stopped for an hour for 
lunch and then we worked until six 
o'clock—and if we were on deadline, 
we worked after supper. We were to- 
gether at least 12 hours a day, so that's 
why we were married so long! 

SS: Among horror and science fiction fans, 
your most famous writing credit is for THE 
BLOB. It's one of the earliest example of the 
teen horror film 

KP: Well, I believe that teenagers in ev- 
ery generation get the short end of the 
stick. People have said for years that 
teenagers are going to the dogs! They 
attribute all kinds of nastiness to them 
and I don't think that’s true. We all 
come into the world with good in us. 
When you keep putting these bad la- 
bels on people instead of looking for 
the good in them, you're creating a 
bad generation. THE BLOB's hero was 
named Steve before Steve McQueen got 
the job. In the story, Steve comes from 
an uncertain family, His mother died 


young and his father was busy doing 
other things, and maybe his father 
was a heavy drinker. This is a young 
man who has a bad reputation and 
doesn't deserve it. 

SS: And because of his reputation, he 
has a hard time convincing anyone he's 
seem a monster from outer space. 

KP: The concept of THE BLOB is that, if 
you believe something and can get 
опе person to believe it with you, and 
that person can get somebody to be- 
lieve it with him, you finally have a 
positive source going. Now, the posi- 
live source won't be able to wipe out 
evil, but the positive source will be 
able to control it. That's the theme of 
THE ВІ.ОВ. 

55: The cast of THE BLOB is mostly made 
up of locals from Valley Forge, Pennsyl- 
vania, where the film was shot. 

KP: There were three professional ac- 
tors—Steve McQueen, Aneta Corsaut, 
and Olin Howlin. The rest weren't 
professionals. In the sequence where 
the kids knock on doors and try to get 
the townspeople to join in fighting 
this thing, one young man was my 
husband's second cousin! (Laughs) I'd 
known him from the time he was 12 
years old. I had just been married. We 
were at his grandfather's 75th birth- 
day party and I felt terribly out of place. 
I walked into one of the rooms at this 
country club, and there зака beauti- 
ful, beautiful young man. Не looked 
so unhappy. I said, “You look as miser- 
able as I feel! May І join you?” Не said, 
“ОВ, yes!" I sat down and Phillip and 1 
just fell in love with one another. 
Whenever Phillip was having trouble 
with his stepfather, he'd give us a call 
and spend the weekend with us. 

SS: Did he become interested in show 
business because of you? 

KP: No. In order to please him, Phil- 
lip went to his stepfather's alma mater, 
Amherst, and in his second year he 
was in a play. The theater bug bit him 
and he told me he was going to be an 
actor. His stepfather—Sam Epstein, 
who researched what came to be known 
as Epstein-Barr Syndrome—Sam was 
having a cat fit; Phillip had a terrible 
fight with him. Well, they were get- 
ting ready to shoot THE BLOB, and I 
figured the experience would either 
kill him or cure him. So Phillip.did 
THE BLOB, and then he went to Co- 
lumbia and got his masters in inter- 
national banking. He went to England, 
married a former lady in waiting to 
Queen Elizabeth, and just a few years 
ago got his PhD in pure mathematics— 
the kind that doesn't have any num- 
bers. I made him promise that he would 
never try to explain it to me. (Laughs) 
SS: THE BLOB's director, Irwin S. 
Yeaworth, primarily made religious films. 
KP: Yeaworth didn’t know what the 
hell he was doing! Phillip told me 
that Steve McQueen kept making sug- 
gestions to Yeaworth—" Maybe we 
Ought to try it this way instead"—and 
that's the way they filmed it. 

55: Still, the amateurs give natural per- 
formancespincluding the little boy. 


KP: Isn't he wonderful? They were all 
little theater people. When somebody is. 
really interested in playing the charac- 
ter, in being the character, then you 
get a relaxed and realistic perfor- 
mance. That's true whether you've 
been doing it for 100 years or whether 
it's your first time. I was told very early 
that, when you come into the theater, 
the last time you're yourself is when 
уен say hello to the. stage doorman. 
From t on, you're the charac- 
ter. You know everything about the 
character. You know whether she 
drinks tea or coffee for breakfast, 
whether she's superstitious—it's all 
there in the script if you just read it 
carefully between the lines. 
55: Isn't it difficult to get into character 
for a televisiomshozw or movie? There's 
"usually a long "between scenes. 
KP: Well, it's even worse than that! You. 
have to come back four days or a week 
later and pick up where you left off. 
That's why the script girl is such a 
gifted person. She knows exactly how 
far down your cigarette has been 
smoked, she knows whether your 
hand was on your cheek or your chest— 
she has that all down іп notes. The 
technical side of film-is, I think, ab- 
solutely fascinating! 
SS: Were you happy with the final result 
on THE BLOB? 
KP: Yes, I think И turned out ex- 
tremely well; I'm not at all ashamed 
of it. It's absolutely remarkable that it 
was done at all! One thing that lm 
very pleased about is that they did the 
‘one thing I felt was necessary and that 
I was very careful to write in—and that 
is they didn't show a person covered іп 
this goo. Naturally, that's exactly what 
they showed in the remake! (Laughs) I 
love the scene where it comes through 
the projection-room window in the 
movie theater. Unfortunately, they used 
some very bad footage of people run- 
ning out of the theater. It was too big 
a theater for a small town and there 
Were too many people. That wasn't the 
‘way И was written. It was supposed to 
be a theater in a small town, a theater 
that holds at most a couple of hundred 
people. There were dozens of those 
theaters all over the country at that 
time. When F saw that scene, I said, 
“Оһ, no!" Overall, it was good, though. 
I вам THE BLOB for the first time 
when it was showing in Hollywood. 
Gordon Chase's wife was wit те, 
and she said, “You know, Kate, that's a 
very good job!” I felt good about that. 
I didn't see the film again until I was 
teaching a course in screenwriting for 
Continuing Education. The film de- 
partment needed to make some mon- 
ey зо we could rent films, and it was 
decided that maybe people would 
pay a dollar if we showed one of my 
films. First we showed GIRL FROM 
MANDALAY, and then we showed THE 
BLOB. That was the first time I really 
looked at it seriously, and I wasn’t 
ashamed of it. 
SS: When you began writing, did you 
give up acting entirely? 


KP; I didn’t act again till about six 
years ago. I played the lead in a two- 
character play in C o LT 4 
sand Islands Playhouse. When I called 
Equity to reinstate my members 
the lady said, “When did you join Eq- 
uity?" I said, “Ijoined іп 1934," and 
she thought I was а пин (Laughs). said, 
“Tt would be better if you called the 
producer and got his input on this." 
About half an hour later, he called me 
and he was still laughing! He said, 
"That woman was sure that you were 
putting her on. She was sure that you 
were some kind of a nut!” And I said, 
“Maybe I am, but more to the point, 
maybe you are for hiring somebody 
my agel“ 
SS: Was ft hard for you to get back into 
the swing of things? 
KP: Notat all! No matter what we do, 
we're all giving a performance. When 
I went into Red Cross in the forties, 
that was the end of my association 
with the motion picture industry. The 
x only time I had anything to do with it 


7 маз when my husband and I were do- 


. ing THE ALAN LADD SHOW. I went 
over to the studio to have lunch with 
my agent, Earl Kramer, who was Stan- 
ley Kramer's uncle—well, he was the 
only father that Stan ever knew. Stan 
and 1 grew up together. Earl was ту 
agent and Stan wasn't allowed to 
come into the industry until he fin- 
ished at UCLA. While Earl and I were 
sitting in the commissary, Stan came 
by and put his arms around me and 
hugged me and was delighted to see 
me. All of a sudden he said, “Katie, I 
need you. I need you very badly. I'm do- 
ing a picture and I need you.” 1 said, 
“Look, I'm married, I have two chil- 
dren, and I'm busy doing a series. 1 
don't have time." He said, "I promise 
you, I will only take three days. РИ do 
your scenes in three days.” He kept 
insisting and finally I said, “Look, 
when I went into Red Cross, I took 
honorable withdrawal from Equity, 
but I didn’t do anything about the 
Screen Actors’ Guild and I'd owe thou- 
sands of dollars in dues." And Stan 
said, "Well, let me check it out.” So he 
checked it out and he came back laugh- 
ing. I said, "What's so funny?" He said, 
“You're one of the first 100 members of 
the Screen Actors’ Guild, so you never 
have to pay any dues!” (Laughs) You 
see, when I went to California, I was a 
member of Equity. Ralph Morgan and 
Boris Karloff and other people were 
trying to get members into the Screen 
Actors' Guild—the studios did not want 
the Guild—and they arranged it so that 
everybody who was a member of Eq- 
nity had to join the Guild. And that’s 
how I came to be one of the founding 
members of SAG! 

55: But you still didn’t do the part? 

KP: For Stan? No, I just absolutely 
couldn't. It was the part that Marlene 
Dietrich played in his JUDGMENT 
AT NUREMBERG. He said he wanted 
a beautiful brunette, but he settled 
fora beautiful blonde! (Laughs) 
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coverage of these grand dames of dread 
and the stories behind their career 
highs and lows made great reading—so 
great that I got online to order the 
double feature DVD of WHAT'S THE 
MATTER WITH HELEN? and WHO EV- 
ER SLEW AUNTIE ROO?, two films 1 
had only seen years ago on network TV 
and am now anxious to reexamine and 
savor. Richard Valley's tie-in interview 
with Debbie Reynolds and the FRANKLY 
SCARLET backstory on how he got the in- 
terview were a treat. As "the one that got 
away,” it was only a matter of time un- 
til Debbie became another prize catch! 

Leonard J. Kohl's interview with Kate 
Phillips (aka Kay Linaker) and her mem- 
ories of Ricardo Cortez, Mary Astor, Tod 
Browning, and James Whale was a de- 
light and left me wanting more, which 
as it turns out we'll be getting in the 
next installment! Chris Pustorino's 
Julie Harris interview was also enjoy- 
able, a wealth of her thoughts and ex- 
periences with icons of stage and 
screen, she herself having long since 
deservedly attaining, that status. 

And trust Ken Hanke, the Street's resi- 
dent Charlie Chan expert, to put the pros 
and cons of the Chan ban in perspective. 

An added array of features, reviews, 
and news rounded out another fine is- 
sue, truly the next best thing to owning a 
time machine (without the Morlocks)! 

Joe Winters 

Richmond, IN 


Bravo to Ken Hanke for deflating all of 
the arguments that are keeping the Char- 
lie Chan classics off Fox Movie Channel. 
Until I read THE GREAT CHARLIE CHAN BAN 
in the latest issue of Scarlet Street (#50), 
I was unaware ЕМС had taken that ac- 
tion. To say I'm disappointed is putting 
it mildly. Frothing at the mouth is more 
like it. 

Tsaw the panel discussion that accom- 
panied the September 2003 showing and 
summary trashing of the four Chans 
FMC aired and snorted my way through 
all the talk, Hanke is absolutely cor- 
rect—the discussion never stuck to the 
point and seemed more like a platform 
for everything its members want to com- 
plain about or promote about the status 
of Chinese-American artists. I will agree 
they have a point, but to deprive what 
Forgolten Horrors authors George Turner, 
Mike Price, and John Wooley called 

"unapologetic fans" of our enjoyment 
of these films has taken the PC mental- 
ity beyond reasonable discussion and 
into utter censorship. After all, the Chans 
were one of the main reasons | watch 
FMC. How many times can you watch 
SAY FOR ONE ME? 

As [ read Hanke’s article, I recalled 
watching James Clavell’s FIVE GATES 
TO HELL on FMC a few months ago. It’s 
an action/adventure story set in 1950 
Vietnam. Not only is the lead Vietnam- 
ese played by all-American Neville Brand, 
but the stereotype of the lustful Asian 
man wanting to mate with white women 
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runs rampant through the story (al- 
though on the whole, it's not bad and 
has a rather interesting feminist view- 
point). Now, has the Vietnamese-Ameri- 
сап community protested FMC's showing 
of this film because of the negative im- 
ages oí Asians it contains and because 
the lead role is played by a non-Asian? I 
think not. Continual carping about the 
Chan films and the stereotypes of Chi- 
nese and Chinese-Americans has never 
held water with me, first because they 
derive from an era where Hollywood was 
an equal opportunity offender, and none 
of the portrayals of minor ethnic charac- 
ters in films of the time were to be taken 
seriously. Comic relief, probably. Bad 
taste, very likely, But get over it, folks. 
Secondly, as Keye Luke so aptly put it, 
Charlie Chan was not only a positive, but 
a heroic role model. That also applies to 
Peter Lorre's Mr. Moto and Boris Karloff's 
Mr. Wong. Were any other Asians given 
such opportunities at the time to be- 
come the lead characters in a movie se- 
ries? The truth is, Fox and Monogram did 
nobly by Charlie by making more than 40 
films about him over a 20-year period. 

The Forgotien Horrors gang summed it 
up best in number three of the ser 
The only bad Charlie Chan is no Chai 
Chan. бо, until ЕМС changes its mind 
or more of the Chans are available on 
video and DVD, I and other ^unapolo- 
getic fans” will have to settle for the bad. 
And more's the pity. 

Kevin Е. Kelly 

Vinton, OH 

As an unapologetic Bing Crosby and Debbie 
Reynolds fan, even L сап only take so much 
of SAY ONE FOR ME! 


Having been a fan of the Basil Rath- 
bone/Sherlock Holmes movies since the 
mid-fifties, and having, in those pre- 
VCR days, copied the sound portions of 
the films from TV onto open reel tape, 
and having subsequently preserved 
them on VHS tape and—more!—having 
collected the radio broadcasts on LP, 
these UCLA restorations on DVD seem to 
complete the association, And, not on- 
ly that, revived, once again, my enthu- 
siam for these wonderful movies. 

Mr. Valley, your erudite and impecca- 
bly researched notes contain so much 
information and remind me of two 
books in my library: Sherlock Holmes on 
the Screen by Robert W. Pohle Jr. and 
Douglas С. Hart, and The Films of Sherlock 
Holmes by Chris Steinbrunner and Nor- 
man Michaels. You are undoubtedly fa- 
miliar with these, the latter fleshing outa 
bit more the plot summaries and contem- 
porary reviews. Your backgrounds on the 
supporting players, sidetracks into re- 
lated mystery and horror films and the 
immediate assimilation oí the milieu of 
the plots are all commendable—and 
enlightening. | was unaware, for in- 
stance, of Lionel Atwill's sexual predi- 
lections; | think he is excellent, if criti- 
cally overlooked, in CAPTAIN BLOOD, 
my favorite film. Hillary Brooke’s compli- 
ment that Rathbone was such a nice 
man reinforces my own admiration for 
him (I have an LP of him reading Poe), 


yet his shunning autograph seekers who 
greeted him as “Sherlock Holmes” some- 
what mars the image. What a great 
swashbuckling villain he is, too—in, 
yes, CAPTAIN BLOOD, but also in THE 
ADVENTURES OF ROBIN HOOD and 
THE MARK OF ZORRO. Doyle’s offer for 
readers to list the 12 Holmes adventures 
they thought the best almost prompt- 
ed me to submit my suggestions—as if, | 
suppose, I thought it were 1927! Well, I 
am a person who lives much in the past, 
as I usually prefer it—notably the 19th 
century, which, to a romantic at least, 
seems like the greatest century. 

Commendable, too, is your thorough 
knowledge of the source material (what 
an awful expression, eh?) of the Doyle 
adventures; ie. referring to THE SCAR- 
LET CLAW as a story “. . . which would 
just as easily take place in the Corn- 
wall of ‘The Devil's Foot’ . . ." and your 
delineation of all the piratings, say, in 
THE HOUSE OF FEAR, including (which 
I hadn't considered) the death threat 
idea from Treasure Island. By the way— 
ina painless injection of my own ego (no, 
I swear, this won't hurt)—I have always 
felt that, in the coded message of “The 
Dancing Men,” Doyle was influenced by 
Poe's “Тһе Gold Bug,” written over 50 
years earlier—not a death threat, but a 
guide to treasure. 

SHERLOCK HOLMES FACES DEATH 
has always been a favorite of the Uni- 
versal dozen—for its atmosphere, for 
Halliwell Hobbes’ performance (mainly 
the scene in the rocking chair when he 
taunts the Musgraves) and, above all, 
for the incantation during a thunder- 
storm, with Strickfaden’s special ef- 
fects. I was unaware that T. 5. Eliot ad- 
mitted borrowing from “The Musgrave 
Ritual” when writing MURDER IN THE 
CATHEDRAL. Bertram Millhauser's al- 
teration of the Ritual is clearly more po- 
etic and seductive than Doyle's, though 
from Holmes' vague instructions to his 
human chess pieces, I doubt any serious 
moves could actually uncover anything, 
Dr. Sexton's position, king bishop three, 
could have been—correctly—the king's 
knight's first move. 

My second favorite film in the set is 
THE SCARLET CLAW, which I concede 
is the best of the Universal set—though 1 
realize, of course, that the two Fox films 
are superior still. Following these two are 
THE PEARL OF DEATH and SPIDE 
WOMAN and, at a considerable di: 
tance, THE HOUSE OF FEAR. David 
Stuart Davies' commentary is equal in 
quality to your notes, but I disagree with 
him that SHERLOCK HOLMES IN 
WASHINGTON is the least successful 
of the lot. Although the New World de- 
parture from much that is Holmesian is 
detrimental in this film, I feel PURSUIT 
TO ALGIERS is the weakest. 

In watching THE HOUSE OF FEAR, I 
found a continuity error: at 29:16, Holmes 
opens some double doors, his pipe in his 
mouth; an instant later, with a cut to the 
second room, as he passes through the 
doors, the pipe is in his right hand! 


Continued on page 81 
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жже ——— 
WANTED: old physique/muscleman 
magazines and photographs trom the 
1950s and 1960s of John Hamill, Gary 
Conway, Richard Harrison, Glenn 
Corbett, Dennis Cole, William Smith, 
and other actors. E-mail Richard Vall- 
at reditor@aol.com, 


CHARLIE CHAN 
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new screenwriter, George Callahan—so 
new, in fact, that his first writing credit is 
CHARLIE CHAN IN ТН CRET SER- 
VICE. What Callahan lacked in experi- 
ence and polish, he more than made up 
for in loopy invention. The world of 
Callahan's Chan was a decidedly strange 
one in which corpses could be rigged up 
like puppets to give the illusion of still 
being alive (THE JADE MASK), bullets 
could be made from frozen blood іп or- 
der to disappear in the body (CHARLIE 
CHAN IN BLACK MAGIC), and poison 
gasses only worked if the victim smoked 
a cigarette after inhaling them (THE 
SCARLET CLUE). 

For the first five films, direction was 
handed over to Monogram veteran Phil 
Rosen, a cinematographer and director 
from the early days of movies, whose si- 
lent credits include a respected biopic, 
ABRAHAM LINCOLN (1924), and an ad- 
aptation of John Galsworthy’s THE 
WHITE MONKEY (1925). By the talkie 
era, though, Rosen was working for Pov- 
erty Row outfits such as Continental 
Talking Pictures and producers such as 
Trem Carr, who would also end up at 
Monogram. Rosen was knocking out some 
of the studio’s lesser Bela Lugosi pictures 
by the time the Monogram Chans rolled 
around. His handling of the Chans isn’t 
markedly different—efficient, but hardly 
creative, though credit must be given for 
his achieving considerable atmosphere 
with lighting and occasional fog effects 
ona very limited budget. His are not the 
best of the Monogram Chans—check out 
the set's concluding title, THE SHANG. 
HAI COBRA, for an example of those— 
but they very much set the tone and in 
some respects represent the series as most 
of us remember it, 

Despite the spare nature of the Mono- 
gram series, the films remain charming 
mysteries, with Toler in fine form as the 
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classic detective. They're a must for ad- 
mirers of Charlie Chan and aficionados of 
the mystery genre in general. So join 
Charlie, his various offspring, and Bir- 
mingham Brown for a nostalgic good 
time that looks and sounds better than it 
has in years 

—Ken Hanke 
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Music is a major consideration for me, 
especially in the films of the thirties and 
forties. I'm always amazed by most crit- 
ics’ reviews, where scores rarely seem 
essential enough to mention, whether 
good or bad. Frank Skinner, Paul Sawtell, 
and Hans J. Salter all added their touches 
to the Universal series. I’m inclined to 
believe Franz Waxman’s music, perhaps 
from THE BRIDE OF FRANKENSTEIN, 
is interpolated in some of these scores, 
as itis in the other Universal films of the 
period. Interesting, too, to hear how 
often the same music is reused, again 
and again. It was music in à movie that 
ignited my real, first, and lasting pas- 


sion—no, not the movies, but classical 
music as used in 20,000 LEAGUES UN- 
DER THE SEA, more specifically the toc- 


cata from J. S. Bach's Toccata and Fugue 
in D Minor, BMV565 

Again, my compliments on your notes. 
1 must apologize for taking 50 much of 
your time—and thank you for contrib- 
uting to such a fine creative project. By 
the way, congratulations on the 50th is 
sue anniversary of Scarlet Street. 

James D. Maífett 

Lakeland, FL 


Write today to 
Scarlet Letters 
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WAY ABS 
DEAD 0B ALIVE 


WANTED: photos, articles, press mate- 
rial on the films SOMETHING FOR 
EVERYONE, ERTAINING MR. 
SLOANE, DEEP END. Also VHS or DVD 
of CONFESSIONS OF FELIX KRULL 
(starring John Moulder-Brown). E-mail 
Richard Valley at reditor&zaol.com. 


WANTED: photos of Peter Firth, 
Jeremy Brett, Shane Briant, John 
Fraser, and other actors in the role 
of Dorian Gray. E-mail Richard 
Valley at reditor@aol.com. 
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SCREEN AND SCREEN 
AGAIN 
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12-year-old). Peter Duchin, of course, 
would go on to make his mark as a 
popular New York pianist and band 
leader whose accomplishments would 
match his дай”. (There hasn't been a PE- 
TER DUCHIN STORY, by the way, prov- 
ing that times have indeed changed.) 

THE EDDY DUCHIN STORY includes 
a fleeting guest appearance by band 
leader Xavier Cugat as himself, the req- 
uisite “loyal and sensible best friend” 
role for James Whitmore, a thoroughly 
worthless part for Frieda Inescort as No- 
vak's aunt, and supposedly an appear- 
ance by future Oscar-winner Jack Al- 
bertson as а piano tuner, though the 
actor is positioned so far in the back- 
ground that few will spot him. There's 
a little in-joke worth mentioning: Sam- 
uel Taylor, who wrote the script, has 
one of the Long Island socialites casu- 
ally mention a "Linus Larrabee." This 
is the name of the character played by 
Humphrey Bogart in SABRINA (1954) 
which was scripted by Taylor, Billy 
Wilder, and Ernest Lehman from Taylor's 
play, SABRINA FAIR. 

Though there's nothing startlingly 
original about this movie, it's fairly 
pleasant to sit through. The music is 
good and New York City is wonderfully 
captured by Harry Stradling's stun- 
ning color location photography, which 
earned him a well-deserved Academy 
Award nomination. Fortunately, the 
Columbia DVD transfer does justice to 
his work, presenting the CinemaScope 
film in a letterboxed format with a print 
that looks sharp and pristine. The extras 
are an original trailer for this film and 
one Íor the biopic Power had appeared 
in for Columbia the previous year, John 
Ford's THE LONG GRAY LINE. 

—Barry Monush 
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hand." Loophole: “How will you eat— 
through a tube?"), and any film that 
shoots Dumont out of a cannon has its 
anarchic heart in the right place. 

There are other magic moments, in- 
cluding a scene in which Punchy (Har- 
po) and Tony Pirelli (Chico) invade the 
sleeping quarters of Goliath (Nat Pen- 
dleton) in search of some stolen loot. 
Paying scant attention to the possibil- 
ity that they might awaken the strong 
man, they repaint the compartment 
(Punchy pours iodine on his hand and 
uses it as a paint brush) and, with the 
help of a fan and pillow feathers, trans- 
form the room into a winter wonder- 
land complete with Sanity Claus. 

Eve Arden is sadly wasted in the role 
of Peerless Pauline, the villain’s girl- 
friend, but AT THE CIRCUS still has 
quite a lot to offer, including one of 
Groucho's signature songs—E. Y. Har- 
burg and Harold Arlen's ^Lydia the Tat- 
tooed Lady." And Harpo makes his en- 
trance with one of the rudest sexual 
jokes ever perpetrated by that “family 
studio,” MGM. 

GO WEST is the obligatory cowboys 
and injuns spoof tackled by most movie 
comics, but it would have been far bet- 
ter had the Marxes stayed home off the 
range. The opening routine—a varia- 
tion on RACES’ tootsie frootsie scene— 
in which Joe and Rusty Panello (Chi- 
со and Harpo) БИК 5. Quentin Quayle 
(Groucho) of a little traveling money 
holds promise, but it’s the last truly 
Marxian moment in the film. Yes, the 
train chase finale is a classic, but it's a 
classic that could have been performed 
by any team, not just the Marxes 

GO WEST gets the Marx characters 
so wrong that THE BIG STORE is prac- 
tically a return to form—not top form, 
admittedly, but at least a recognizable 
form. Dumont is back and—surpris- 
ingly—her scenes with Groucho are not 
only funny, but warm and charming. 
As wealthy Martha Phelps, she hires pri- 
vate detective Wolf J. Flywheel (Groucho) 
to protect Tommy Rogers (Tony Martin), 
who's about to inherit part ownership 
in the Phelps Department Store. Unfor- 
tunately, Flywheel’s not much of a gum- 
shoe and his assistant is just plain 
Wacky (Harpo). Tommy's pal Ravelli 
(Chico) lends a hand, and the threesome 
even keep Tommy from being killed af- 
ter he sings the bizarre “Tenement Sym- 
phony.” Douglass Dumbrille, who'd 
battled the Marxes in A DAY AT THE 
RACES, returns in STORE, this time as 
the murderous Mr. Grover, and blank- 
faced Virginia O’Brien is on hand to 
join Groucho and Harpo in a rollick- 
ing “Sing While You Sell.” (The songs 
are by Hal Borne, Sid Kuller, Ray Golden, 
and Hal Fimberg.) It was the Marx Broth- 
ers’ last MGM outing, and other clowns 
have suffered far worse send-ofts. 

Between MGM assignments, the Broth- 
ers rang for ROOM SERVICE at RKO. 
Based on the 1937 Broadway farce by 
Allen Boretz and John Murray, the film 
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was something of an experi- 
ment, shoehorning the Marxes 
into “straight” roles created 
by Sam Levene, Philip Loeb, 
and Teddy Hart on the stage. 
(Loeb's role of Harry Binion is Б 
rechristened Harry Binelli 
for Chico.) It doesn't entirely 
work, and too much action is 
confined to a single claustro- 
phobic hotel room, but there 
are still quite a few laughs 
Lucille Ball and Ann Miller 
lend decorative support. 
Following the MGM years 
came two more starring fea- 
tures—A NIGHT IN CASA- 


BLANCA and LOVE HAPPY There's a banquet for Allan Jon 
(1950). In the first—partof the and Harpo Marx in A NIGHT AT THE OPERA 


Warner Bros. package—the (1935), but no tootsie frootsie ісе-а cream. 


s, Chico Marx, 


Marxes are reunited with 

former adversary Sig Ruman, who 
comically opposed them in OPERA 
and RACES. Here, Ruman is the singu- 
larly uncomical Nazi Heinrich Stubel, 
searching the Hotel Casablanca for hid- 
den art treasures and bumping off any 
hotel managers who stand in his path. 
Enter the new manager—Ronald Korn- 
blow (Groucho). Some good scenes are al- 
most scuttled by Werner Janssen's wholly 
inappropriate background score, and 
the airplane-chase finale barely gets 
olf the ground, but the film offers some 
choice moments. (Lisette Verea, as Bea- 
trice Rheiner: “I'm Beatrice Rheiner. I stop 
at the hotel.” Kornblow: “I’m Ronald 
Kornblow. I stop at nothing.") 

LOVE HAPPY (Lionsgate/Fox, $14.98) 
was planned as a solo vehicle for Har- 
po (he concocted the story), but the 
ever-insolvent Chico was signed on as 
Faustino the Great in order to put some 
cash in his pocket. Soon, Groucho 
joined in as the film's narrator, detec- 
tive Sam Grunion. The plot centers on 
the stolen Romanoff diamonds, hid- 
den in a can of sardines and subse- 
quently pinched by Harpo, who shop- 
lifts to help feed his struggling show biz 
friends (played by Vera-Ellen, Paul Val- 
entine, and Marion Hutton). On the 
trail of the sparklers is Madame Egelichi 
(Ilona Massey, effective as a Sonder- 
gaardish Spider Woman), and on the trail 
of Madame Egelichi is Sam Grunion— 
that is, when he isn't giving a curva- 
ceous client (Marilyn Monroe) the ben- 
efit of his eagle eye. 

There’s not enough Groucho in LOVE 
HAPPY, but the way he swoops down on 
the scene during the film’s chase finale 
is irresistible. The traditional Harpo and 
Chico charades routine is a good опе 
When Madame Fgelichi asks him to 
collect sardine cans for her, Chico re- 
plies with one of the great non sequiturs 
of his career. ("Sardines? Hah—that'sa 
nothing! I’m going to cover you with 
sardines—that's how much I love’a 
you!”) And though he's given some 
Chaplinesque pathos that's wrong for 
his character, Harpo has some choice 
materíal to work with, including some 
surreal moments ("Clear your head!) the 
likes of which he hadn't had in years. 

There are no extras on the LOVE 


HAPPY DVD, but there's something 
much better—several minutes of rare 
footage restored to the film itself, some 
of it featuring Groucho, and including 
one scene in which henchman Alphonze 
Zoto (Raymond Burr) “tortures” Har- 
po in a washing machine. 

The Warner Bros. box set contains 
enough goodies to qualify as a pinata, 
including two documentaries, two au- 
dio commentaries (Leonard Maltin on 
OPERA, Glenn Mitchell on RACES) 
several Robert Benchley short subjects 
(including the 1935 Oscar-winning HOW 
TO SLEEP), audio outtakes from RACES 
(not, unfortunately, the song "Dr. Hack- 
enbush”), cartoons, a Pete Smith Spe- 
cialty, radio promos, trailers, outtakes, 
and other vintage shorts. 

Postscript: The Wheel of Time turns 
and in 2004 we find Warner Bros, re- 
leasing on DVD a picture that the stu- 
dio tried to keep from being filmed in 
1946. When Warners learned that the 
Marxes had ed to star in A NIGHT 
IN CASABLANCA, its legal department 
threatened to sue. The studio, after all, 
had produced CASABLANCA (1942), 
and the Marxes evidently planned to 
cash in on its success. Typically, Groucho 
had the last word. He wrote Warners, 
explaining the plot of the new film: 

“I play a Doctor of Divinity who 
ministers to the natives and, as a sideline, 
hawks can openers and pea jackets to 
the savages along the Gold Coast of Af- 
rica. When I first meet Chico, he 
ing ina saloon, selling sponges to bar- 
flies who are unable to carry their liquor 
Harpo is an Arabian caddie who lives 
in asmall Grecian urn on the outskirts 
of the city.” 

Warners was nonplussed. Groucho 
responded: 

“In the new version, I play Bordello, 
the sweetheart of Humphrey Bogart 
Harpo and Chico are itinerant rug ped- 
dlers who are weary of laying rugs and 
enter a monastery just for a lark. This 
is a good joke on them as there hasn't 
been a lark in the place for 15 year: 
Harpo marries a hotel detective; Chico 
operates an ostrich farm. Humphrey 
Bogart's girl, Bordello, spends her last 
years in a Bacall house." 

Warners gave up. 
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aie detective Sherlock Holmes (Basil Rathbone) and his faithful cohort Dr. Watson 
(Nigel Bruce) are back, preserved and digitally restored in 35mm to original condition by the 
UCLA Film and Television Archive. These newly restored versions of the classic films include the 
period war bond tag, studio logo and credits from its original theatrical release. Filled with ominous 
shadows and interesting camera angles, the visual beauty of the film in 35mm is stunning. 
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Contains Four lassie Feature < 


PEARL OF DEATH (1944) 
The master detective must solve a series of horrible murders involving busts of Napoleon and a 
missing gem that has caused murder and misfortune since the days of the Borgias. 


THE SCARLET CLAW (1944) 
Holmes and Watson journey to Canada to attend a meeting of the Royal Canadian Occult Society. 
Before long, they are investigating a series of gruesome murders that the locals attribute to a leg- 
епдагу phantom marsh monster. 


THE SPIDER WOMAN (1944) 
With all of London aghast at a mysterious succession of “pajama suicides,” Holmes decides the 
deaths are diabolically planned murders committed by a mysterious woman. 


THE HOUSE OF FEAR (1945) 

The Good Comrades are a collection of varied gentleman residing at Drearcliff House, ancestral 
home of their eldest member. All seems serene until one by one the members begin to perish in 
the most grisly of manners. Foul play is suspected and Holmes is asked to investigate. 
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The twelve "modern" Sherlock Holmes films included in this DVD series were originally produced by 
Universal Pictures sixty years ago, during and just after World War И. Universal's rights expired in the 
early 1950's, and subsequently the ownership of the films changed hands many times. As a result of 
this, the storage of the original 35mm nitrate picture and soundtrack negatives and the 35mm nitrate 
protection master copies made from these negatives was haphazard at best. 


Nitrate film is inherently unstable, and many reels of the original Sherlock Holmes negatives deteriorated 
over the years — the picture became stained and faded, and the film base began to turn sticky and gooey 
before collapsing into a brownish powder. Fortunately, backup copies on nitrate fine grain master positive 
film had been made when the films were first produced, but these copies also began to deteriorate over 
the decades, and today many of the reels of nitrate master positive picture and sound no longer exist. 


However, all was not lost because television distributors in the 196075 and 197075 made 35mm and 
16mm safety copies of the films on early acetate stock. These copies were flawed in that they lacked 
the original main and end titles for all of the films in the series, and in addition many of them had only 
mediocre picture and sound quality. During the past decade, some of these acetate master positive 
prints and duplicate negatives have become limp and warped because of another type of deterioration 
known as "vinegar syndrome,” so-called because the decaying film gives off a strong odor of acetic 
acid and smells like salad dressing. 


Because large numbers of individual reels of picture and sound of various generations were lost or survive 
only in a deteriorating state, the quality of the current restorations also varies. In some instances, the 
original nitrate camera negative is still available intact and the picture quality is excellent; in other 
cases, the only available elements are copies that are many generations removed from the original. 
‘Today, it is possible by means of “wet printing” to eliminate or reduce the appearance of scratches in 
old and worn films, but many of the Sherlock Holmes elements made years ago were printed “dry” and 
asa result some blemishes and flaws are photographically built-in to the film. 


The current versions of these movies, assembled from materials found in England, France and America, 
are full length, and include all of the original main and end titles. Even the concluding announcement 
asking audiences to purchase war bonds on their way out of the theater is there, Though every effort 
has been made to restore each of the films to the best possible quality, inevitably some parts of the 
series look and sound better than others because of the ravages of time. 


film and television 


емге Holmes 
IN PEARL/ DEATH 


1. OPEN 
2. "DEVOTEDLY, S.H." 
3. ANOTHER MORIARTY 
4. А MIRACLE ОҒ HORROR 
5. LESTRADE'S GRAVY TRAIN 
6. THE FIRST VICTIM 
7. “PURE DEDUCTIVE REASONING.” 
8. ENTER THE CREEPER 
9. THE SIX NAPOLEONS 

10. EXIT NAOMI DRAKE 

11. THE PEARL OF DEATH 

12. Емр CREDITS 


“Sir Arthur Conan Doyle makes the interesting 
announcement that from the forty-four Sherlock 
Holmes stories already published in book form in 

Ir volumes, he has selected the twelve stories 

lich he considers the best, and he now invites 

Baders to do likewise. A sealed copy of this list is 
in the Editor's possession, and a prize of £100 
and an autographed copy of Sir A. Conan Doyle's 
Memories and Adventures is offered to the sender 
(01 the coupon which coincides most nearly with 
is list. In the event of ties the prize of £100 will 
divided. The actual order of the stories will not 
regarded. Autographed copies of Memories and 
tures will also be awarded to 100 readers 
ibmitting the next nearly correct coupon." 
The above appeared in the March 1927 issue of 
Strand Magazine, which, with the following 

е, would run the very last Holmes adventure: 
*Shoscombe Old Place." The stories chosen by 
Conan Doyle were "A Scandal in Bohemia" (1891), 
"The Red-Headed League" (1891), “The Five 
Orange Pips” (1891), “The Speckled Band" (1892), 
“The Musgrave Ritual” (1893), “The Reigate 
Squires” (1893), “The Final Problem" (1893), “The 
Empty House" (1903), “The Dancing Men" (1903), 
“The Priory School” (1904), “The Second Stain” 
(1904), and “The Devil's Foot” (1910). Seven addi- 
tional tales received honorable mention: “The Man 
With the Twisted Lip” (1891), “Silver Blaze” (1892), 
“The Crooked Man" (1893), “The Resident Patient" 
(1893), “The Greek Interpreter” (1893), “The Naval 
Treaty" (1893), and “The Bruce-Partington Plans" 
(1908). When the dust had settled, the contest had 
only one winner (Mr. В. Т. Norman) and the best he 
Could manage was 10 out of the 12 stories. 

Conan Doyle's list holds few surprises. “The 
Reigate Squires,” a minor entry in the eyes of most 
Sherlockians, is one, and the other is “The Five 
Orange Pips,” whose reputation has soured over 
the passing years. In 1944, 1954, and 1959, the 
Baker Street Irregulars (the Sherlock Holmes 


"| DON'T LIKE THE SMELL OF YOU-AN UNDERGROUND SMELL, THE SICK SWEETNESS OF 
DECAY, YOU HAVEN'T ROBBED AND KILLED MERELY FOR THE GAME LIKE ANY ORDINARY, 
ENT THUG. NO, YOU'RE IN LOVE WITH CRUELTY FOR ITS OWN SAKE.” 
—THE PEARL OF DEATH 


society established by Christopher Morley in 1933) 
compiled their own tallies of the best stories. “Тһе 
Reigate Squires” appears on none of the three 
lists, and “The Five Orange Pips” vanishes after 
1944, supplanted by а story that — rather 
remarkably — was snubbed in 1927 and 1944, 
and didn't even appear among Conan Doyle's 
‘second-stringers: the much-anthologized “The Six 
Napoleons” (1904). 

Coincidentally, in the same year that the 
Irregulars’ first list appeared, Universal Pictures 
produced THE PEARL OF DEATH, the seventh in its 
series of Sherlock Holmes films starring Basil 
Rathbone and Nigel Bruce. Screenwriter Bertram 
Millhauser based his script on “The Six Napoleons.” 
Тһе studio followed PEARL in 1945 with the eighth 
entry: THE HOUSE OF FEAR, based on “The Five 
Orange Pips.” That THE PEARL OF DEATH is con- 
sidered one of the best in the series — superior 10 
HOUSE OF FEAR, though the latter is far from dull 
— may have nothing to do with the subsequent 
esteem showered on “Napoleons” and correspon- 
ding decrease in the reputation of “Pips.” Then 
again, it might. In the early sixties, British televi- 
sion played host to two series of Sherlock Holmes 
adventures, the first (in 1964-65) starring Douglas 
‘Wilmer and the second (in 1968) with Peter 
Cushing. “Napoleons” aired in 1965, but neither 
series featured “Pips.” Two decades later, when 
the time came for Granada International to pro- 
duce its own Holmes series starring Jeremy Brett, 
“Napoleons” proved one of the most popular 
episodes. “Pips,” rated a weak sister, again wasn't 
filmed. THE PEARL OF DEATH had proven the value 
of “The Six Napoleons” as film fodder. 

Both Conan Doyle’s “Napoleons” and 
Universal's PEARL concern the Borgia Pearl, а 
priceless treasure whose owners invariably court 
death with its acquisition. The bauble is stolen 
and the thief, desperate to hide it before the police 
arrest him, presses It into the wet plaster of one of 
six busts of Napoleon Bonaparte, the Little 
Corporal. The statuettes are sold, and death, 
destruction, and Corporal punishment follow as the 
thief and Sherlock Holmes race to find the bust 
with the prize inside. Thus endeth the resemblance 


between story and film. 

You won't find most of the PEARL principles in 
“Napoleons,” though Inspector Lestrade (played 
onscreen by Dennis Hoey) features prominently in 
both. The short story's villainy stems from the 
Mafia and a crazed crook named Beppo, Missing 
are PEARL’s unholy three — Giles Conover (Miles 
Mander), Naomi Drake (Evelyn Ankers), and The 
Hoxton Creeper (Rondo Hatton), memorable baddies 
played by a uniquely varied trio of actors. 

Born in 1888, Miles Mander was an all-purpose 
character man whose two roles in the Holmes 
series ran the gamut from "v" to "v" — that is, villain 
(Giles Conover) to victim (Judge Brisson in 1944's 
THE SCARLET CLAW). If Conover isn't quite the 
Moriarty he's made out to be by Sherlock Holmes 
(іп dialogue lifted from “Тһе Final Problem"), he's 
Still a worthy adversary. Mander, whose earliest 
vocation before becoming a novelist, playwright, 
producer, director, and actor was that of sheep 
farmer, died in 1946, having racked up impressive. 
credits in such films as Alfred Hitchcock's THE 
PLEASURE GARDEN (1925) and MURDER (1930); 
THE MISSING REMBRANDT (1932, with Arthur 
Wontner as Sherlock); THE PRIVATE LIFE OF HENRY 
Vill (1933); WUTHERING HEIGHTS (1939); TO BE OR 
NOT TO BE (1942); PHANTOM OF THE OPERA 
(1943); MURDER, MY SWEET (1944); and THE 
PICTURE OF DORIAN GRAY (1945). 

Born 30 years after Mander, horror heroine 
Evelyn Ankers found herself in the unaccustomed 
role of evildoer in THE PEARL OF DEATH — though 
it wasn't so terribly unaccustomed in 1944, the 
26-year-old beauty having earlier that year played 
the scheming llona Carr in Universal's Inner 
Sanctum thriller WEIRD WOMAN, Still, Ankers was 
usually on the receiving end of the monstrous 
mischief practiced by Lon Chaney Jr. as The Wolf 
Man (1941's THE WOLF MAN), The Frankenstein 
Monster ( 1942's THE GHOST OF FRANKENSTEIN), 
and Count Dracula (19435 SON OF DRACULA). 
She also found time to be menaced by ape-woman 
Раша Dupree (played by Acquanetta in 1943's 
CAPTIVE WILD WOMAN), The Mad Ghoul (David 
Bruce іп 194335 THE MAD GHOUL), and The 
Invisible Man (Jon Hall in 1944's THE INVISIBLE 


MAN'S REVENGE). Following her lead role іп THE 
TEXAN MEETS CALAMITY JANE (1950, Ankers 
retired with husband Richard Denning to Hawaii, 
where she died in 1985. In PEARL, Naomi Drake 
refers to having previously been terrorized by the 
lovelorn Hoxton Creeper. Given Ankers’ celluloid 
history, the remark makes it all the more surprising 
that the two characters never share a single scene. 

‘Strange are the ways of fame, and in the 1970s 
rocker Frank Zappa would often introduce himself 
оп stage as Rondo Hatton. A bootleg exists of 
Zappa and other musicians performing as The 
Rondo Hatton Band, recorded live in 1974 at the 
Capitol Theater in Passaic, New Jersey. Actor 
Farnham Scott recalls: “At a concert in Ohio's 
Sports Arena in Toledo many years ago, Frank 
Zappa appeared on а bill with ex-Belmont Dion 
DeMucci. During his part of the show, Zappa 
mentioned Rondo Hatton and | laughed. | was the 
only one to do so and Zappa acknowledged me by 
saying, ‘Well, at least one Famous Monster is 
here.’ | felt so proud!" 

That Scott was alone among thousands in 
recalling Hatton is sadly typical of the “stardom” 
achieved by Universal's strangest horror icon. 
Hatton's screen career was brief and predicated 
entirely on his remarkable ugliness, the result of 
the disfiguring disease acromegaly. A popular 
high-school athlete in Tampa, Florida (where his 
family moved in 1912, when Hatton was 18), the 
future Creeper excelled at such velocious sports as 
track, football, and baseball. Following a brief stint 
at the University of Florida, Hatton went to war, 
fighting with the National Guard in the Mexican 
Border War. He concluded his service in France, 
where he become one of many victims of poison 
gas. Discharged, Hatton turned to journalism, writing 
for the Tampa Tribune and the Tampa Daily Times. 

By 1930, Hatton's facial deformities had 
progressed to the point where, when he arrived 
on the set of HELL HARBOR to cover the filming, 
director Henry King immediately cast him as a 
dance-hall bouncer. Bitten by the acting bug — 
‘though he wisely never considered himself an 
actor — Hatton journeyed to Hollywood in 1936 
апа was immediately cast by King in the 20th 


Century Fox disaster epic IN OLD CHICAGO. There 
followed bit parts in such popular pictures as 
ALEXANDER'S RAGTIME BAND (1938, again for 
King), THE HUNCHBACK ОР NOTRE DAME (1939, as 
опе of the contenders for the title “King of Fools”), 
THE OX-BOW INCIDENT (1943), and THE MOON 
AND SIXPENCE (1943, as a leper). 

Universal cast Hatton to great effect as The 
Hoxton Creeper. Hoping to eliminate the middle 
man — in this case, Jack Pierce, creator of 
Frankenstein's Monster, The Wolf Man, and The 
Mummy — the studio decided to make Hatton a 
horror star, one who didn’t have to waste valuable 
time in the makeup chair. (Pierce was still kept 
busy on the Holmes film, since it featured two 
disguises for Rathbone, two for Mander, and three 
for Ankers.) Universal cast Hatton in four fright 
films following PEARL, in two of which he played a 
killer called The Creeper. The actor's death in 1946, 
coinciding with the final wheezes of the forties 
horror boom, brought an end to Universal's less than 
grandiose — and decidedly insensitive — plans. 

Rondo Hatton resurfaced on the silver screen 
some 45 years later — or his face did, anyway. In 
the 1991 Walt Disney film THE ROCKETEER, the 
high-flying hero (Bill Campbell) was stalked by а 
creeping menace called Lothar, played by former 
sports figure Tiny Ron. Ron looked exactly the way 
Hatton had looked as The Creeper, but the actor 
cheated — he wore makeup. 


hertoch: 
THE SCARLET CLAW 


1. OPEN 
2. FOR WHOM THE BELL TOLLS 
3. "RETAINED BY A CORPSE." 
4. JOURNET INTERRUPTED 
5. WATSON INCONSPICUOUS 
6. SHERLOCK HOLMES BAFFLED 
7. THE DOG IN THE DAY TIME 
8. THE MAN WITH THE LIMP 
9. DRESSED TO KILL 

10. FINAL ACTS 

11. END CREDITS 


Holmes 


Poison, according to such illustrious sleuths as 
Hercule Poirot, Miss Jane Marple, Ellery Queen, 
and, of course, Sherlock Holmes, is a woman's 
weapon. Debatable, that, but it seems inarguable 
that the weapon of choice for Universal Pictures 
was, of all outre objects, the five-pronged garden 
weeder. The horticultural accouterment turns up in 
no less than three studio programmers of the 
1940s: THE MYSTERY OF MARIE ROGET (1942), 
based on the Edgar Allan Poe story; SHE-WOLF OF 
LONDON (1946), a whodunit dressed up in the 
lycanthropic trappings of Universal's trademark 
horror films; and, betwixt and between, THE 
SCARLET CLAW (1944), in which Sherlock Holmes 
and Dr. John H. Watson journey to Canada and 
solve a gruesome string of murders apparently 
perpetrated by a legendary swamp monster. 

Shades of The Hound of the Baskervilles — 
and that's precisely the point. With THE SCARLET 
CLAW, Universal abandoned all attempts to shoe- 
horn Sir Arthur Conan Doyle's classic characters 
into the too-real terrors of World War Il and 
returned them to their Victorian roots — in style 
and content, if not in actual time frame. Elements 
of horror had always played a vital role in the 
Canon, notably in The Sign of Four (1890), “The 
‘Speckled Band” (1892), “The Engineer's Thumb" 
(1892), “The Cardboard Box" (1893), “The Yellow 
Face" (1893), “The Devil's Foot" (1910), “The 
Creeping Man” (1923), “The Sussex Vampire” 
(1924), and “The Lion's Mane" (1926), and never 
more so than in the aforementioned Hound, the 
1902 novel that retumed Sherlock Holmes to The 
‘Strand Magazine after almost a decade in limbo at 
the foot of the Reichenbach Falls. 

THE MYSTERY OF MARIE ROGET is 
commensurate with THE SCARLET CLAW not only 
in its imaginative employment of garden tools, but 
because its protagonist is а Great Detective — the 
first Great Detective, in fact, created by Poe in the 
1841 short story “The Murders in the Rue Morgue.” 
C. Auguste Dupin is a sleuth for whom Sherlock 


"CONSIDER, WATSON, THE IRONY, THE TRAGIC IRONY. WE'RE ACCEPTING А COMMISSION 
FROM THE VICTIM TO FIND HER MURDERER, FOR THE FIRST TIME, WE'VE BEEN RETAINED 


BY A CORPSE.” 


Holmes — ruminating in 1887's A Study in 
Scarlet — holds no high regard. (“Мо doubt you 
think that you are complementing me in comparing 
me to Dupin . . . Now, in my opinion, Dupin was a 
very inferior fellow, That trick of his of breaking in 
оп his friends’ thoughts with an apropos remark 
after a quarter of an hour's silence is really very 
‘showy and superficial. He had some analytical 
genius, no doubt; but he was by no means such a 
phenomenon as Poe appeared to imagine.") Poe 
followed "Rue Morgue" with "The Mystery of Marie 
Roget" (1842), again featuring Dupin, and returned 
to the character a third and final time for “The 
Purloined Letter" (1844). "Marie Roget" was 
inspired by an actual crime, the murder of Mary 
Cecilia Rogers, whose body was found in the 
Hudson River near Weehawken, New Jersey on 
July 28, 1841. Needless to say, Rogers had not 
been killed by a five-pronged garden weeder, and 
neither had the Marie Roget of Poe's original tale. 
(However — as in the film — she had been mutilated.) 

Universal took further liberties with its source 
material by transforming Poe's solitary Dupin 
(whose only friend appears to be the nameless, 
Watsonesque narrator of the stories) into the com- 
paratively dashing Dr. Paul Dupin (Patric Knowles), 
а medical officer with the Paris constabulary. He's 
teamed with Prefect of Police Gobelin (Lloyd 
Corrigan) in a partnership blatantly patterned after 
the studio version of Holmes and Watson. (Had 
Universal not decided to downsize its B-movie 
output in 1946, it might well have considered 
replacing its star detectives with Dupin and 
Gobelin when Basil Rathbone — much to Nigel 
Bruce's displeasure — chose to abandon the 
Holmes series that same year) 

Like THE MYSTERY OF MARIE ROGET (story and 
film), THE SCARLET CLAW is trés Français, though 
it takes place in the fictitious Canadian village of 
La Morte Rouge (tellingly Poe, that) and not Paris. 
The characters even include a young girl named 
Marie Journet (played by Kay Harding), who, like 
Marie Roget, is murdered. Since the setting is not 
essential to CLAW's story (which could just as 
easily take place in the Comwall of “The Devil's 
Foot" or the Scottish mists that shroud Brigadoon), 


—THE SCARLET CLAW 


it's probable that the French dressing came 
courtesy of Universal's Poe adaptation — but only 
after considerable tinkering with the Holmes film's 
original script. The picture had begun life as a 
‘screenplay by Paul Gangelin and Brenda Weisberg 
titled SHERLOCK HOLMES VERSUS MORIARTY, but 
the Napoleon of Crime was eventually exiled from 
the plot. Producer/director Roy William Neill teamed 
with Edmund L. Hartmann (and an uncredited Tom 
McKnight) and completely rewrote the story as 
‘SHERLOCK HOLMES IN CANADA, changing the 
drab, travelogue tone of the title to the much more 
blood-and-thunder THE SCARLET CLAW. 

The film opens with a ghastly murder, echoing 
the death of Sir Charles Baskerville at the begin- 
ning of The Hound of the Baskervilles. Lady 
Penrose (Gertrude Astor) has been cruelly 
attacked, presumably by a luminous phantom 
fiend. She crawls to the church and dies tolling the 
bell for help. With а под toward Arthur Conan 
Doyle's interest (and belief) in spiritualism, CLAW 
next turns to Holmes and Watson, visiting Quebec 
to address the Royal Canadian Occult Society, 
whose members include Lord William Penrose 
(Paul Cavanagh), Penrose recounts the legend of 
La Morte Rouge, that of a monster who killed three 
villagers in the previous century and has returned 
to slaughter a few sheep. Holmes is skeptical, but 
word soon arrives that Lady Penrose has gone the 
way of all fleece. Preparing to leave Quebec, 
Holmes receives a letter from the dead woman, 
postmarked before her demise and begging for 
assistance. It's through Lady Penrose that the 
visitors from Baker Street are drawn into the case 
and meet the residents of La Morte Rouge, one of 
whom is a vicious, vindictive killer. (Waming: those 
who haven't seen the film before turning to 
these notes should do so now, since all will shortly 
be revealed.) 

Though the Rathbone/Bruce films (both the 
Universal and 20th Century Fox entries) are cate- 
Qorized as mysteries, fully half are not whodunits, 
but howdunits, whydunits, or even whatdunits, It's 
по great secret that Professor James Moriarty is 
the malignant brain behind the felonies perpetrated 
in ADVENTURES OF SHERLOCK HOLMES (1939), 


SHERLOCK HOLMES AND THE SECRET WEAPON 
(1942), and THE WOMAN IN GREEN (1945). Nor is 
itleft to the viewer to deduce the identity of the. 
villains in SPIDER WOMAN (1944), THE PEARL OF 
DEATH (1944), PURSUIT TO ALGIERS (1945), and 
DRESSED TO KILL (1946). THE SCARLET CLAW, 
however, asks all the traditional questions, 
including who, and presents a village choked with 
suspects — up to and including a butler, played by 
series veteran lan Wolfe. 

“As a rule, | don't watch my old films," Wolfe 
told interviewer Bernard O'Heir, shortly before the 
actor's death in 1992. “So many people | worked 
with are gone, and it gives me a funny feeling — 
I don't know why I'm still alive! It's been years 
Since | saw THE SCARLET CLAW. | don't usually 
like myself when 1 do see one of my performances, 
but | thought | was pretty damned good in that. 
Му character goes to the local pub and 0615. 
‘stewed, and it was a pretty good scene for me. 

1 have good memories of making the film, and | 
enjoyed working with Basil Rathbone and Nigel 
Bruce, that old scene stealer.” 

The pub scenes introduce such other suspects 
as landlord Emile Journet (Arthur Hohl), Father 
Pierre (George Kirby), and the postman, Potts 
(Gerald Hamer). Elsewhere in the village, there's 
the reclusive Judge Brisson (Miles Mander), who 
never leaves home; a mysterious workman named 
Jack Tanner; and Lord Penrose himself. The culprit 
‘tums out to be a actor named Alastair Ramson, who 
once killed a man for love of Lady Penrose (who 
was herself an actress in the killer's company). 
Holmes deduces that Ramson has established 
himself in La Morte Rouge under a number of false 
identities, and exposes him in the final scenes as 
пок only the brutish Tanner, but the meek, mild Potts, 

Born in South Wales in 1886, Gerald Hamer 
made his first film at the age of 49, in the British 
‘THREE WITNESSES (1935). The following year, he 
made his Hollywood debut in the Fred 
Astaire/Ginger Rogers musical SWING TIME (1936). 
Не played mostly minor parts before taking the 
role of British agent Alfred Pettibone in SHERLOCK 
HOLMES IN WASHINGTON (1943) and becoming a 
valued member of Roy William Neill's stock 


company. Hamer's specialty was a shy, gentle 
diffidence that served him well as a shell-shocked 
war hero (іп 1943's SHERLOCK HOLMES FACES 
DEATH), a preoccupied archeologist (in 1945's 
PURSUIT TO ALGIERS), and a guilt-ridden collector 
of hotel souvenirs (in 19465 TERROR BY NIGHT). 
It proved equally ideal in hiding the murderous zeal 
of the soft-spoken Potts. (In addition to Potts, 
Tanner, and Ramson, Hamer also briefly 
impersonates Judge Brisson's housekeeper, Nora, 
otherwise played by Victoria Horne.) 

Gerald Hamer died in 1972 at the age of 86, 
after racking up credits that included two brief 
encounters (in 19445 THE LODGER and а 1957 
episode of ALFRED HITCHCOCK PRESENTS) with 
Jack the Ripper, the notorious real-life psychopath 
who terrorized London's Whitechapel district when 
Hamer — the future Jack the Weeder — was a 
mere child of two. 
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1. OPEN 
2. THE РАЈАМА SUICIDES 


3. THE DEATH OF 
SHERLOCK HoLMES 


4. A FEMALE MORIARTY 
5. LUCK BE A LADY 

6. "JUST ADREA." 

7. THE PAJAMA GAME 


8. THE SPIDER WOMAN 
STRIKES BACK 


9. SPIDER MAN 
10. THE SHOOTING GALLERY 
11. THE MOVING TARGET 
12. END CREDITS 


Sherlock Holmes, cleverly disguised as an 
Indian military officer, has just lost а considerable 
sum at the roulette wheel after changing his bet 
оп the advice of sleek, sophisticated Adrea 
Spedding. The woman is apologetic, but “Rahini 
Singh" stoically dismisses the matter. "It is fate, 
madame,” he explains. “One cannot fight it” 

Fate — kismet — must also have played a 
hand in leading Gale Sondergaard to the role of 
‘Adrea Spedding, better known as the SPIDER 
WOMAN, the title of the 1944 film in which she 
appears. The Sherlock Holmes mystery was hardly 
the first instance of the actress being linked with 
arachnids. In 1939, Sondergaard had played a 


і supporting role іп the Bob Hope/Martha Raye 
K comedy NEVER SAY DIE, as the much-married Mrs. 


Juno Marko, whose wealthy husbands have a habit 


(рог being shot or falling off the Matterhorn. Glancing 


out a hotel window as Mrs. Marko arrives on the 
scene, John Kidley (Hope) cries, "It's the Black 
Widow!" (Eight years later, in 1947's ROAD TO RIO, 
the comic was still referring to Sondergaard — 
this time in the role of Mrs. Catherine Vail — 

as the Black Widow.) 

Fate. 

Born in Litchfield, Minnesota, in 1899, 
Sondergaard gained professional experience — 
and a husband in actor/director Herbert Biberman 
— working with New York's famed Theatre Guild 
and appearing in such classics as Goethe’s FAUST 
and Shaw's MAJOR BARBARA (both in 1928) and 
‘such long-forgotten plays as RED RUST (1929) and 
DOCTOR MONICA (1933). She made her Hollywood 
debut in the 1936 film ANTHONY ADVERSE, winning 
the first Best Supporting Actress Academy Award 
ever presented, and performed memorably — and 
often villainously — in THE LIFE OF EMILE ZOLA 
(1937), THE CAT AND THE CANARY (1939, also with 
Bob Hope), JUAREZ (1939), THE MARK OF ZORRO 
(1940), THE LETTER (1940), and MY FAVORITE 
BLONDE (1942, yet again with Hope). With her 
silken smile, Sondergaard surpassed all rivals at 


"WHAT WAS IT, HOLM 


"DEATH, MY DEAR FELLOW. WE'VE BEEN ENTERTAINING MISS ADREA SPEDDIN 


giving the impression that she had recently supped 
оп a saucer of milk and several canaries. She was 
quite popular, and SPIDER WOMAN marked her 
24th film in eight years. Five years and 12 films 
later, Sondergaard's career was а! but over, the 
featured player of MAID OF SALEM (1937) the 
victim of an altogether new kind of witch hunt — 
‘one led by the House Un-American Activities 
Committee against anyone suspected of commu- 
nism. Herbert Biberman appeared before HUAC on 
October 29, 1947 and, along with nine other 
Hollywood names, refused to answer questions. 
Found guilty of contempt of Congress — as were 
the rest of the Hollywood Ten — Biberman was 
fined $1,000 and sentenced to six months in 
Texarkana Prison. Both he and his leftist wife were 
blacklisted. Sondergaard didn't step before the 
cameras again until 1968, when she guest-starred 
оп an episode of television's IT TAKES A THIEF. 

Inthe mid-1970s, this writer met Gale 
Sondergaard when she starred іп a touring pro- 
duction of Edna Ferber and George S. Kaufman's 
THE ROYAL FAMILY at The Playhouse on the Mall in 
New Jersey. During the week's run, she graciously 
answered many questions about her checkered 
Career. In 1984, she was interviewed by writer 
Boze Hadleigh. The combined material appeared 
in a 1993 issue of Scarlet Street magazine under 
Hadleigh's byline, and readers were treated to 
Sondergaard’s memories of Basil Rathbone, Nigel 
Bruce, and her role as Adrea Spedding: 

“Playing the Spider Woman was easy, because 
the characterization was up to me; she was not 
intricately conceived. Frankly, it was something to 
help pay the bills. I knew it wasn't art. | certainly 
didn't think it would outlast all my pictures other 
than THE LETTER. And I'm not sure that even THE 
LETTER would be so esteemed, now, if not for Bette 
Davis’ performance. | enjoyed working with Basil 
Rathbone. He was a gentleman at all times — 
Courteous and helpful, an excellent technician. It 
was while shooting that film that | enjoyed the 
refreshment of afternoon tea served in the dressing 
room of Nigel Bruce. They were fun and interesting. 

“The role added a lighter feeling to my image, 
and it was nice hearing from young people. | 
could have wished — if this doesn't sound 


— THE SPIDER WOMAN 


ungrateful or demanding — that more young peo- 
ple could have been aware of the witch hunts, or 
cared, once they found out. I'll tell you: there was 
some publicity — | forget for which show — about 
my political times, and of course the term ‘witch 
hunt’ was used quite a bit. As a result, | received 
several letters from younger fans, asking the titles 
of the films in which | had portrayed a witch!” 
(Actually, the fans weren't far off: Sondergaard 
had been slated to play a glittery, glamorous 
Wicked Witch of the West in 1939's THE WIZARD. 
OF OZ, before the role was reconceived and given 
to hatchet-faced Margaret Hamilton. Instead, 
Sondergaard appeared in a rival fantasy, 1940's 
THE BLUE BIRD, in the role of Tylette — the cat.) 
‘SPIDER WOMAN begins with a series of gruesome 
deaths labeled “pyjama suicides” by the press. 
(The victims have all expired while dressed in their 
night clothes.) Sherlock Holmes fakes his own 
death, the better to investigate what he considers 
nothing less than murder by a "female Moriarty," 
and soon finds himself іп a batile of wits with 
Adrea Spedding. (Holmes describes the crimes as 
“feline” — female — rather than “canine.”) 
Adding thrills to the basic framework is a veritable 
“Best of Sherlock Holmes,” with characters and 
incidents lifted from a number of Sir Arthur Conan 
Doyle’s novels and short stories. The Great 
Detective’s death stems from “The Final Problem” 
(1893), though he presumably dies while fishing in 
а mountain stream in Scotland rather than battling 
the Napoleon of Crime amidst the treacherous 
grandeur of the Reichenbach Falls. His unexpected 
return (in disguise) results in Dr. Watson's collapse, 
just as it does in “The Empty House” (1903). From 
The Sign of Four (1890) comes a brutal crime 
‘seemingly perpetrated by a barefoot child, but 
actually the work of a pygmy (played by the 
diminutive — and blackfaced — Angelo Rossitto, 
whose roles ranged from playing the Second Little 
Pig in 1934's BABES IN TOYLAND to partnering 
Bela Lugosi in such low-budget horrors as 1941's 
SPOOKS RUN WILD, 19425 THE CORPSE VANISHES, 
and 1947's SCARED TO DEATH). “The Speckled 
Band” (1892) offers up a death-dealing beastie 
introduced into a darkened room through a ventila- 
tor shaft. (The film naturally substitutes one of the 


Spider Woman's eight-legged freaks for the 
milk-loving snake of the story.) There's a specific. 
reference to *The Devil's Foot" (1910) when 
poisonous fumes emanating from a candy wrapper 
tossed into a fireplace come close to gassing our 
heroes. And it’s not unlikely that “A Scandal in 
Bohemia” (1891), which сопсета the notorious 
adventuress Irene Adler — the one female 
adversary to ever outwit Sherlock Holmes — 
inspired SPIDER WOMAN's female villain. (Mind, 
this is a film whose opening credits inform viewers 
that Bertram Millhauser's script is based on a story 
by Conan Doyle!) The finale, at least, is all new, 
with Holmes trussed up in a shooting gallery 
behind a rotating cutout of Adolph Hitler, and the 
unwitting Watson coming perilously close to killing 
his companion in a display of expert marksman- 
ship. (The figures of Hitler and other Axis leaders 
are widely regarded as the Rathbone/Bruce films’ 
final references to World War И, though there's a 
grisly reference to the Germans and poison gas. 

in 1946's DRESSED TO KILL, the very last film in 
the series.) 

So popular was SPIDER WOMAN that it 
spawned а follow-up. THE SPIDER WOMAN 
STRIKES BACK (1946) isn't а sequel to the 
Sherlock Holmes adventure; instead of the sly Miss 
Spedding, Gale Sondergaard plays Nevada native 
Zenobia Dollard and is reduced to poisoning cattle 
and feeding spiders and human blood to 
Camivorous plants. (No pyjama murders here!) 
Universal had planned to unleash a Spider Woman 
series, but the studio's horror cycle was rapidly 
winding down and THE SPIDER WOMAN STRIKES 
BACK was too much the misfire to inspire further 
cow camage. 

Sondergaard’s STRIKES BACK costar, Rondo 
Hatton, was slightly luckier with his own follow-up, 
Having played the Hoxton Creeper in the Holmes 
entry THE PEARL OF DEATH (1944), Hatton, who 
suffered from the disfiguring disease acromegaly 
and — as far as Universal was concerned — 
required no makeup to frighten the kiddies, 
returned as a new Creeper (sans Hoxton) in HOUSE 
OF HORRORS (1946). HORRORS in turn generated 
a genuine rarity for the period — a prequel — 


with THE BRUTE MAN dramatizing The Creeper's 
lurid back story. By then, however, Universal had 
called it quits. Preparing to merge with 
International Pictures, the studio turned its 
corporate back on B films and quickly sold this last 
Creeper cheapie to the Poverty Row studio PRC. 
Hatton wasn't in a position to mind — both HOUSE 
OF HORRORS and THE BRUTE MAN were released 
following his death (February 2, 1946). 

Thirty years after Zenobia Dollard struck back, 
Manual Puig’s novel Kiss of the Spider Woman saw 
publication. The book, set in a dank, grim Latin 
American prison, told the story of Valentin Arregui, a 
macho Manxist, and Luis Molina, a gay window dresser 
who shares Valentin's cell and spins tales drawn 
from the old black-and-white movies he adores. 

“When someone first mentioned that book to 
me,” Sondergaard recalled in 1984, “| became 
rather upset. No one mentioned that it was 
fiction — and | thought someone had written a 
biography of me! How presumptuous! Of me, 
| meant" 

Puig's novel was filmed іп 1985 — the year of 
Gale Sondergaard's death — winning William Hurt 
ал Oscar for the role of Molina. Broadway's lavish 
musical version opened in 1993, copping Tony 
Awards for Best Musical, Best Book (Terrence 
McNally), Best Score (John Kander and Fred Ebb), 
Best Costume Design (Florence Klotz), Best Actor 
(Brent Carver as Molina), Best Featured Actor 
(Anthony Crivello as Valentin), and Best Actress 
(Chita Rivera as Aurora, the beguiling Spider 
Woman of Molina's fantasies). 

Адгеа Spedding would have smiled — silkenly, 


of course. 
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1. OPEN 
2. THE GOOD COMRADES 
3. THE DISTINGUISHED VISITOR 
4. THE FIVE ORANGE PIPS 
5. A POISONOUS ATMOSPHERE 
6. A LONG NIGHT'S VIGIL 
7. "QUITE A KNOTTY PROBLEM." 
8. LESTRADE TAKES CHARGE 
9. "NO MAN GOES WHOLE TO 
HIS GRAVE.” 
10. WATSON INVESTIGATES 
11. Мо GHOSTS NEED APPLY 
12. THE SMUGGLER'S CAVE 


13. "OUR LONG AND HAPPY 
ASSOCIATION." 


14. END CREDITS 


When scenarist Roy Chanslor sat down to 
transform Sir Arthur Conan Doyle's “The Five 
Orange Pips” (1891) into the screenplay for 
THE HOUSE OF FEAR (1945), the eighth entry 
in Universal's Sherlock Holmes series (and the 
10th film, counting the two 20th Century Fox 
productions, starring Basil Rathbone and Nigel 
Bruce as Holmes and Watson), he faced a 
considerable task. At the time, “Pips” was 
Still thought one of the foremost stories in the 
canon. Conan Doyle himself had chosen it as 
опе of the 12 best Holmes adventures in а 
1927 list, and the Baker Street Irregulars had 
included it in their first such tally, announced 
the year before the film's release. 
Unfortunately, a number of factors rendered 
much of the tale's original plot unsuitable — 
first and foremost being the fact that Sherlock 
Holmes fails! (Actually, he fails twice in the 
stories collected in 1891's Adventures of 
Sherlock Holmes: not only in "The Five Orange 
Pips,” but in his encounter with the dubious 
and questionable Irene Adler in “А Scandal in 
Bohemia.") In “Pips,” client John Openshaw 
receives a death threat in the form of a letter 
containing the titular seeds, and arrives at 
221B Baker Street on a stormswept night to 
beg Holmes for help. The threat is not an 
empty one: Openshaw's uncle and father have. 
both died after receiving kindred warnings. 
The Great Detective promises to investigate 
and sends Openshaw on his way—at which 
point Openshaw is promptly murdered. 

In an essay for The Baker Street Dozen 
(Congdon & Weed, 1987), Issac Asimov writes: 
“One really mysterious question is why 
Holmes allowed John's death . . . Why did he 
not say to John, 'John, old boy, stay here in 
my digs for a day. Watson will look after you, 
and | will go out and lay these villains by the 
heels’? . .. No, Holmes sends him out into 
that terrible storm and to his death and when, 


"MURDER'S AN INSIDIOUS THING, WATSON. ONCE 


MAN HAS DIPPED HIS 


FINGERS IN BLOOD, SOONER OR LATER HE'LL FEEL 


the next morning, Watson reads the paper and 
announces that John is dead, Holmes says, 
calmly, 1 feared as much ... That hurts my 
pride, Watson.’ And so it should. Lestrade 
himself would have done better.” 

Picture a Sherlock Holmes film in which 
Rathbone's Holmes behaves less sensibly than 
Dennis Hoey's Inspector Lestrade and you 
have a fair notion of Chanslor's plight. 

Then there's the Case of the Troublesome 
Initials. Scrawled on the envelope containing 
the pips are the initials “KKK.” Mind you, the 
letters are supposed to be part of the mystery. 
Holmes has to deduce their meaning; he 
doesn't instantly proclaim, "Ah, the Ku Klux 
Klan is behind this” even though he’s already 
been told by his client that Colonel Elias 
Openshaw, John's uncle, owned slaves in 
Florida. For Chanslor and Universal, the prob- 
lem was twofold: include the Klan clue and 
not only would the audience have been мау 
ahead of the detective (a fatal flaw in any 
whodunit), but more than one Southern state 
might have taken offense at the killers’ 
identities. (In the story, Holmes remarks that 
Colonel Openshaw's register and diary, which 
contain Klan secrets, “may implicate some of 
the first men in the South.") 

Finally, there's the fact that almost no one 
in "The Five Orange Pips" does what anyone 
rightfully would do, given the circumstances. 
Case in point: Colonel Openshaw receives the 
pips in the envelope marked “KKK” and real- 
izes that his former compatriots have tracked 
him down not only to kill him, but to retrieve. 
the vital documents that would prove their 
complicity in Klan activities. Openshaw cries, 
“They may do what they like, but ГИ check- 
mate them still" — and proceeds to burn the 
papers. In his essay, Asimov writes: “Why? 
Presumably, the Klansmen want the diary, but 
they can only want it to destroy it with all its 
incriminating evidence. How then does Elias" 
burning it checkmate them? He has done 
what they want to do with it and has given 
them what they wanted ... ." 

Faced with a tale whose only workable 


element was the citrous death threat, Chanslor 
seems to һауе turned to other literature for 
inspiration — not only to Conan Doyle, but, 
from all appearances, to Charles Dickens, 
Agatha Christie, and Robert Louis Stevenson. 
In lieu of the doomed Openshaw family, the 
screenwriter fashioned a private men's club 
called the Good Comrades, whose seven 
members receive the orange pips (first seven, 
then six, then five, etc.) and swiftly die till only 
опе, Bruce Alastair, remains. Filled with 
eccentrics (to say the least), the Comrades 
resemble the Pickwick Club of Dickens' Тһе 
Pickwick Papers (1836), while the cherubic 
Alastair, the club's nominal head and owner 
of Drearciiff, the house in which the group 
convenes, is a strange amalgam of Samuel 
Pickwick and Mr. Dick from David Copperfield 
(1850) — kindly and naive to the point of near 
imbecility. (It perhaps stretches a point to 
mention that the hero of Dicken's 1861 novel 
Great Expectations is nicknamed — Pip.) 

From Agatha Christie's And Then There 
Were None (1940, published in England the 
previous year as Ten Little Niggers and 
ultimately retitled Ten Little Indians) comes the 
plot device of an isolated group being 
murdered one by one, till the lone survivor 
must logically be stamped "killer." Conan 
Doyle's “The Norwood Builder” (1903) 
provides the edifice whose indoor and outdoor 
measurements strangely don’t match. 

Sir Arthur himself may have sought 
linspiration from Edinburgh-born Robert Louis 
Stevenson when he wrote "The Five Orange 
Pips" (and before it, 1890's The Sign of Four). 
Perhaps the finest example of the literary 
‘tradition of the death threat can be found in 
‘Stevenson's Treasure Island (1883), in which 
Blind Pew delivers the black spot (a scrap of 
paper on which nothing save а black circle is 
inked) to Captain Billy Bones, a former pirate. 
Did Chanslor follow Conan Doyle's lead by 
borrowing from Stevenson? The fact that he 
chose Scotland for his screenplay's setting 
and placed its climax іп a smuggler's cave 
beneath Огеагсіїїї House are points not, as 


Sherlock Holmes might put it, without interest. 

Imagination may have run high when 
Chanslor changed "The Five Orange Pips" into 
a workable scenario, but it was in short store 
when it came time to name the baby. THE 
HOUSE OF FEAR is one of those all-purpose 
titles slapped on a picture when no one can 
come up with anything better. Two HOUSE OF 
FEARs appeared in 1915, in one of which 
Jeanne Eagels — not yet a Broadway legend 
— made her film debut. Universal itself 
opened a HOUSE OF FEAR in 1939, a mere six 
years before the studio revived the title for its 
resident sleuth. (The 1939 HOUSE OF FEAR 
was a remake of the 1929 THE LAST WARNING, 
but Universal couldn't use THE LAST WARNING 
for its title because it had just been used for a 
Crime Club film the previous year.) RANCHO 
DEL MIEDO (American title: HOUSE OF FEAR) 
arrived from Mexico in 1971, starring Katy 
Jurado and the romantic lead from another 
filmic HOUSE (OF WAX), Paul Picerni. Unlike 
the titles of the three previous Holmes entries 
— SPIDER WOMAN, THE SCARLET CLAW, and 
THE PEARL OF DEATH (all 1945) — THE 
HOUSE OF FEAR offers no real clue as to story 
content, and might just as well concern a 
carnival attraction as a gloomy mansion in 
Scotland. (The film began life as THE MURDER 
CLUB, a much more fitting appellation.) 

THE HOUSE OF FEAR — set for the most 
part in the solitary Drearcliff House and a 
nearby fishing village, with little in the way of 
modern conveniences in view — inhabits that 
timeless half-world in which it is clearly the 
Victorian era in all but fact. Holmes and 
Watson arrive at the crime scene via horse- 
drawn cart, and practically the only car in the 
film is the one in which Good Comrade Ralph 
King (Dick Alexander) meets his fiery doom. 
(Every victim suffers mutilation of some sort, 
the Dreardiff legend being that “no man ever 
9065 whole to his grave.") Universal had 
finally confessed, in a press release, that its 
plans to update Holmes by having him "solve 
problems of the current war, in Canada and 


Washington, did not meet with the expected 
response from devotees of the Conan Doyle 
mysteries." (Oddly, the mystery solved by 
Holmes in Canada — that of THE SCARLET 
CLAW — has nothing to do with World War II.) 
HOUSE was filmed іп Мау 1944, with Germany's. 
surrender still a year away, and released 
almost 10 months later, on March 16, 1945. 

Former newsman Roy Chanslor, who had 
penned his own mysteries (1931's Lowdown) 
before going Hollywood, went on to write the 
classic Western novels Johnny Guitar (1952) 
and 1956's The Ballad of Cat Ballou (1956), 
while also mining Harold Robbins’ sex sleaze 
territory with The Naked 1 (1953) and Passion 
Makers (1962). It can be argued that his 
Sherlock Holmes is no less a failure than 
Conan Doyle's, since three Good Conrades 
meet bad ends well after the Great Detective. 
takes the case. However, there's a suggestion 
that Holmes is on to the entire scheme from 
the very start, when he arrives at Drearcliff 
and states that he suspects “no one but 
everyone.” (He can hardly be held account- 
able for the deaths of three men who haven't 
really died.) 

Still, it must be conceded that Sherlock 
Holmes may have been slightly off his game 
while paying a visit to THE HOUSE OF FEAR, 
because the essential clue and key to the 
entire mystery is spotted by someone else 
entirely — that oft-maligned gentleman 
named John H. Watson. 


— Richard Valley is the publisher of Scarlet 
Street magazine ( www.scarletstreet.com) 
and also a playwright whose comedies һауе 
been produced in New York, Boston, 
Minneapolis, and other cities. 
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